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PREFACE 


IN 1925 John D. Rockefeller, Jr., presented to The Metro- 
politan Museum of Art a sum of money with which to pur- 
chase and maintain the collection of mediaeval sculpture and 
architectural material assembled by George Grey Barnard and 
since 1914 open to the public in a brick structure built espe- 
cially for it on Fort Washington Avenue. 

The Barnard collection was perhaps the most extensive of 
its kind in America at that time. Both the way in which it was 
brought together and the manner in which it was displayed 
were remarkable achievements of enthusiasm and industry on 
the part of a single individual. Large sections of the cloisters 
of the long abandoned and ruined monasteries of Saint-Michel- 
de-Cuxa, Saint-Guilhem-le-Désert, Bonnefont-en-Comminges, 
and Trie formed the nucleus of a collection in which there 
had been brought together such notable pieces of mediaeval 
sculpture as the tomb effigy of Jean d’Alluye, a Romanesque 
torso of the crucified Christ, wooden figures of Mary and 
John from a thirteenth-century Crucifixion group, and numer- 
ous statues of the Virgin from the Ile-de-France and Lorraine. 

When in 1926 the collection was rearranged and the build- 
ing reopened as a branch of the Metropolitan Museum and 
called The Cloisters, Mr. and Mrs. Rockefeller added some 
forty more sculptures from their private collection, and two 
years later Mr. Rockefeller presented the great tomb of Count 
Armengol VII. 

_ From time to time, during the succeeding ten years, Mr. 
Rockefeller has given other important mediaeval monuments 
to the collection, but for the exhibition of most of these 
additional gifts the original structure was wholly inadequate. 
Therefore, when in June, 1930, he presented to the City the 
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high land overlooking the Hudson which is now Fort Tryon 
Park, he reserved the northern hilltop for a new and larger 
Cloisters museum, the design of which he entrusted to Charles 
Collens of the firm of Allen, Collens and Willis of Boston. 
In planning the installation of the objects in the old Cloisters 
which were to be shown with the later acquisitions in the 
new, Joseph Breck, Assistant Director of the Metropolitan 
Museum, worked in collaboration with Mr. Collens. Upon 
Mr. Breck’s death in 1933 this responsibility fell to James J. 
Rorimer, who had been closely associated with him in the 
Museum since 1927 and who became Curator of the Depart- 
ment of Mediaeval Art on January 1, 1934, and of The 
Cloisters on January 1, 1938. Throughout the period of ac- 
tual construction, which began in 1934, Mr. Collens and Mr. 
Rorimer have been in intimate co-operation, and to these two 
more than to anyone else the present form of The Cloisters 
is due. The Committee on the Buildings, under the chairman- 
ship of William Church Osborn, has had general oversight of 
the undertaking for the Trustees, and Mr. Rockefeller has 
followed every detail with the deepest interest. 

The objects presented during the last ten years by Mr. 
Rockefeller are now shown for the first time in the new Clois- 
ters and add immeasurably to the interest of the collection. 
To select but a few, there are the Spanish thirteenth-century 
Adoration group from Cerezo de Riotirén and the frescoes 
from the chapter house of the monastery of San Pedro de 
Arlanza; the chapter house from the twelfth-century French 
abbey at Pontaut; the great sculptured doorway from the 
thirteenth-century French abbey at Moutiers-Saint-Jean; and 
a magnificent fourteenth-century statue of the Virgin and 
Child from the Ile-de-France. But of all the great works of 
art now in The Cloisters, perhaps precedence should be given 
to the famous fifteenth-century French tapestries depicting 
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The Hunt of the Unicorn—the outstanding set of Gothic 
tapestries in this country. 

To the original Cloisters collection and to the incompar- 
able additions made to it by Mr. Rockefeller, further addi- 
tions have come as gifts from other friends of the Museum 
and through purchase. George Blumenthal has presented 
eight twelfth-century corbels, a twelfth-century doorway from 
Reugny, four fifteenth-century windows from Sens, and a 
contemporary arcade from the priory at Froville. Stephen C. 
Clark presented three of the capitals from Trie. With income 
from the Rogers Fund the Museum has purchased parts of 
the choir of the twelfth-century church at Langon, now in- 
stalled in the Romanesque Chapel. 

From the collections in the main building of the Metro- 
politan Museum there have been moved to The Cloisters a 
number of objects, of which perhaps the most notable are the 
twelfth-century Spanish crucifix, the thirteenth-century lion 
from Zamora and portal from Frias, and the fifteenth-century 
ceiling from IIlescas. 


H. E. Wintock, Director 


May, 1938 
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INTRODUCTION 


HE MIDDLE AGES IN FRANCE AND SPAIN. 

The Middle Ages is the term loosely applied to the period 
from about the time of Constantine (311-337), the first Chris- 
tian emperor, to the beginning of the Renaissance. Early in the 
mediaeval period the Germanic tribes were slowly adjusting 
their primitive cultures to that of the ancient world. By the 
fifth century the Roman provinces of Spain and Gaul, the 
Italian states, and Britain had begun to emerge as independ- 
ent units. The centuries between the collapse of Roman civili- 
zation and the ephemeral Carolingian renaissance in the ninth 
century are often referred to as the Dark Ages. With regard 
to the disintegration of organized society and the decline of 
general culture this term aptly characterizes these years; it 
fails, however, to suggest the existence of such enlightened 
people as the comparatively few and scattered scholars, chiefly 
churchmen and monks, who kept alive the learning and skills 
inherited by Rome from Egypt and Greece. 

Charlemagne, who was crowned emperor by Pope Leo III 
at Rome in 800, promoted education and revived learning. 
Later in the ninth century, however, his innovations were 
checked by a breakdown of government caused by dissensions 
among his descendants. By the treaty of Mersen, in 870, three 
states, the West Frankish kingdom, the East Frankish king- 
dom, and the kingdom of Italy, were established. The history 
of the West Frankish kingdom and of its southern neighbor, 
Spain, is of particular interest in view of the provenance of 
most of the exhibits in The Cloisters (see map, p. xvii). 

The West Frankish kingdom, which for our purposes may 
henceforth be called France, comprised somewhat the same ter- 
ritory as modern France and Belgium. The land was given in 
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grants to rival dukes and counts, who through a complicated 
system of vassalage owed allegiance to the king. As each was 
desirous of extending his influence, they constantly engaged 
in war. In the tenth century Normandy, Brittany, Flanders, 
and Burgundy became powerful feudal estates under hereditary 
lords. In the eleventh century the French kings were continu- 
ally involved in strife with their vassals, but added little to the 
prestige of the crown. Duke William of Normandy, a vassal 
of the King of France, invaded England and, after defeating 
Harold the Saxon at the battle of. Hastings in 1066, had him- 
self made king. Later there resulted wars with the English, 
which were to be the chief concern of France and the French 
kings until practically the end of the Middle Ages. At the 
close of the eleventh century armies, led by Count Raymond 
of Toulouse, Duke Godfrey of Boulogne, and other nobles, 
set out on the first crusade to rescue the Holy Land from the 
Turks. The capture of Jerusalem in 1099 established close 
commercial relations between the East and the West. 

Abbot Suger of Saint-Denis, minister to Louis VI (1108- 
1137) and regent while Louis VII (1137-1180) was away on 
the second crusade, was largely responsible for the encourage- 
ment given to the arts during these reigns. The Paris schools 
of learning flourished under the leadership of able teachers, of 
whom the most famous was Abelard (died in 1142). The 
period is appropriately known as the twelfth-century renais- 
sance. At this time the Romanesque style reached its fullest 
development, and Gothic art had begun to evolve. Philip II 
(1180-1223), called Philip Augustus and “the founder of 
Paris,” rebuilt the Louvre, which later kings enlarged, and 
granted the first extant charter of privileges to the University 
of Paris, one of the oldest of modern universities. More than 
sixteen cathedrals were begun in his reign. 

When Philip ascended the throne, Henry II (1154-1189), 
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a great-grandson of William the Conqueror, was not only 
King of England but Duke of Normandy, suzerain of Brit- 
tany, and Count of Anjou and Maine; and by marriage 
with Eleanor of Aquitaine he had doubled his vast French 
domains (see p. 22). Eventually Philip succeeded in reducing 
substantially the amount of French territory that English 
kings controlled as feudal lords. He accompanied Richard the 
Lion-hearted to the East in 1190, on the third crusade, but 
took no active part in the crusade proclaimed in 1208 by Pope 
Innocent III against the Albigensian heretics (see p. 15), a sect 
that had gained a large following in southern France. 

The reign of Louis IX (1226-1270), better known as Saint 
Louis, may be called the golden age of mediaeval France. At 
this time some of the greatest monuments of France, such as 
the cathedral of Notre-Dame at Paris, were completed, and 
that jewel of architecture, the Sainte-Chapelle, was built. The 
illuminated manuscripts made for the king and his mother, 
Blanche of Castile, and the great series of stained-glass win- 
dows created in his reign exemplify the perfection attained in 
the arts. An agreement which Saint Louis made with the King 
of Aragon in 1258 is of interest for the glimpse it gives of 
the history of the region from which the Cuxa Cloister and 
other works of art in the collections came. On condition that 
the King of Aragon abandon claims to parts of Provence and 
Languedoc, the French king relinquished claims to Roussillon 
and Barcelona which dated back to the time of Charlemagne. 

Events in France during the remainder of the Middle Ages 
contribute little directly to the progress of art. Philip IV (1285- 
1314), called “the Fair,” engaged in a historic controversy with 
Pope Boniface VIII over the question of taxation of the clergy, 
and the king was supported by the Estates General, a parlia- 
mentary body which he assembled. The interests of France 
were diverted from architecture and the arts in general during 
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the Hundred Years’ War. This struggle began in 1337, in the 
reign of Philip VI (1328-1350), the first king of the house 
of Valois, and was carried on intermittently until 1453, when 
the English lost to Charles VII (1422-1461) the last of their 
possessions in southern France. The Black Death, or bubonic 
plague of 1348, brought sufferings even worse than those caused 
by the war. 

Under Louis XI (1461-1483) the consolidation of France 
was practically completed, for in 1482 Burgundy came under 
the sway of the central authority. The marriage of Charles VIII 
(1483-1498) to Anne of Brittany brought this important duchy 
into union with the French crown. In 1493, by the treaty of 
Barcelona, Charles ceded to Spain the territory of Roussillon, 
which had been pawned to France in 1462. 

After Charles’s invasion of Italy in 1494, gradual changes 
began to take place in the cultural life of France. Although 
for a few more years French art belonged to the Middle Ages, 
it soon felt the influences of the Italian Renaissance. In inter- 
national affairs the modern world had already commenced. The 
Turks had taken Constantinople, the Moors had been crushed 
in Spain, and Columbus had discovered America. Before long 
reflections of exploration in the East and in the West, as well 
as in the sciences and other fields of learning, appeared in the 
artistic productions of France. 


IN the Middle Ages practically all of the Spanish penin- 
sula fell into the possession of Muhammadans from northern 
Africa, who first invaded the country in 711. In the next five 
centuries, however, there developed, in northern Spain, inde- 
pendent kingdoms—Castile and Leon, Aragon, and Navarre 
—whose rulers eventually reconquered most of the lost terri- 
tory. But Spain did not become an important power in Europe 
until the country was consolidated through the marriage of 
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Ferdinand of Aragon and Isabella of Castile in 1469. The art 
of northern Spain, which emanated largely from the Church 
and its monasteries, was affected comparatively little by the 
great Moorish culture established, particularly in the south, 
under the Caliphate of Cordova. 


HE CHURCH. The most powerful institution, either 

temporal or spiritual, in the Middle Ages was the Roman 
Catholic Church. From the time of Constantine until the Ref- 
ormation it claimed the allegiance of Christendom in western 
Europe. 

The clergy, who administered the Church, were organized 
in a hierarchical system, which included archbishops, bishops, 
parish priests, and deacons, all finally responsible to the pope, 
the Bishop of Rome. The Church accumulated vast domains 
and other wealth. Through gifts and tithes it became the rich- 
est institution of mediaeval times. By the combination of spirit- 
ual authority and material strength its activities were more 
widespread and more far-reaching than those of the Holy 
Roman Empire or any of the European kingdoms. 

Stories from the Old and the New Testament and from 
accounts of the lives of the saints were used to illustrate and 
to popularize the doctrines of the Church. The stories pro- 
vided instances of exemplary conduct and, often, of miracu- 
lous incident. The subjects contributed largely to the literature 
of Europe and were repeated again and again in art, usually 
with a didactic purpose. 

That the Church found art a helpful handmaid in the work 
it set out to accomplish is confirmed by noble testimony from 
the past. When the Church was at the peak of its power in the 
twelfth and thirteenth centuries, mediaeval architecture and 
the related arts were at their height. The works of mediaeval 
art which still survive, from the greatest cathedrals to the small- 
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est hermitages, are evidence of the devout spirit in which they 
were conceived. With the increase of strength and independ- 
ence in national governments and the changes which came with 
the Reformation, the power of the Catholic Church was cur- 
tailed. At this time artists were already beginning to work more 
and more for nobles and wealthy burghers, and even ecclesi- 
astical art was influenced by the awakening of the dormant 
traditions of classical Greece and Rome. 


ONASTICISM IN WESTERN EUROPE. 
Monasticism is not confined to Christianity. Groups 
which lived in seclusion and practiced asceticism existed before 
the time of Christ, among them the Buddhist monks in India, 
the Essenes in Judea, and the Therapeutae in Egypt, near 
Alexandria. To what extent any of these pre-Christian sects 
influenced the development of Christian monasticism is uncer- 
tain, but it is clear that the Christian institution was not an 
imitation or an adaptation of any earlier form. 

Christian monasticism first appears in Egypt about the be- 
ginning of the fourth century, its inauguration being generally 
accredited to Saint Anthony (about 250-about 355). Thou- 
sands, emulating him, became hermits and retired to the desert 
to dwell alone or in groups, devoting themselves to religious 
exercises. His disciples transmitted his principles by oral in- 
struction and example, and in this way a mode of ascetic life 
that was wholly individualistic in emphasis was established. 
The Antonian precedent later prevailed in eastern Europe. 
Cenobitical monasticism, a form that took its name from the 
cenobium, or community, in which a group of men or women 
gathered to share a life dedicated to a religious ideal, was in- 
troduced about 315 or 320 by Saint Pachomius (about 290- 
346). More practical than Saint Anthony, he provided his fol- 
lowers with a written rule, or code of discipline, and required 
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each member of the community to engage in some active and 
constructive work suited to his talents. He also originated the 
religious order, an association of monastic communities that 
functioned under the supervision of the superior of the chief 
monastery, by whom the heads of the subordinate houses were 
nominated. It is interesting to note that the idea of conduct- 
ing monasteries under a centralized administration was not 
put into practice again until the foundation of the Cluniac 
order in the tenth century (see p. xxiv) and that the preroga- 
tive exercised by the Pachomian»superiors foreshadowed the 
rights accorded to abbots in certain orders in the Middle Ages. 

The most important figure in the development of monasti- 
cism in western Europe was Saint Benedict of Nursia (about 
480-543), who devised a rule which really adapted the prac- 
tice of monasticism to the European climate and temperament. 
He also founded fourteen monasteries, the most famous being 
the one established about 520 at Monte Cassino. 

For centuries Saint Benedict’s Rule was the basis for ceno- 
bitical monasticism in Europe. It consists of a prologue, which 
states the purpose of the work, and seventy-three chapters in 
which are treated such matters as the general duties of abbots 
and monks, the order of worship at divine services, the penal- 
ties to be imposed on faults, the internal administration of a 
monastery, the reception of guests, the conduct of monks when 
traveling, and conditions for admission to the brotherhood. 
The abbot was elected by the monks for life and governed with 
full authority. He was advised to seek the opinion of the 
monks before deciding important problems, but he was ac- 
countable for his acts only to God on the Day of Judgment. 
The monks were instructed to obey not only their abbot but 
one another. They were expected to perform, according to their 
talents and abilities, a variety of services. Their occupations, 
and the total time allotted to each on an average summer day, 
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have been analyzed as follows: religious devotions (the offices 
said at the seven canonical hours between midnight and eve- 
ning; they were known as the Opus Dei and were considered 
the most important part of monastic life), three and a half 
hours; the study of oratory, half an hour; reading, four hours; 
manual work, six and a half hours; sleep, eight and a half 
hours; and meals, one hour. 

The Rule did not establish an order in the usual sense of 
the term (see pp. xxivf.), for each monastery was independ- 
ent. But in time the autonomy of the houses was modified: 
about the tenth century several of the greater abbeys estab- 
lished dependent houses; in the tenth and eleventh centuries 
the influence of Cluny and Citeaux led to voluntary unions 
of houses observing the same rule; and in the thirteenth cen- 
tury the Benedictine abbeys in the various ecclesiastical prov- 
inces were required to form federations, called congregations. 

The Rule of Saint Benedict has been considered as impor- 
tant as the constitution of any temporal state, and of all lit- 
erature, it has been said, it was second only to the Bible in its 
influence. Many Benedictine monks were called from their re- 
tired life into the world. No less than twenty-four had become 
popes, 7,000 archbishops, and 15,000 bishops by the beginning 
of the fourteenth century. 

At first Benedictine monasticism in France existed side by 
side with two other forms, the Antonian and the Irish, but 
gradually supplanted them. The former had been introduced 
by Saint Athanasius into Gaul in the fourth century, and the 
latter was brought to France by Saint Columbanus in the sixth 
century. Just when Benedictine influence was beginning to lag, 
it was given new vitality by Witiza of Aquitaine (died in 822), 
a monk who took the name of Benedict and in 779 established 
the monastery of Aniszie. He introduced reforms which were 
based on the Rule and, vith the support of Louis the Pious, he 
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endeavored to enforce them so that uniformity of practice in 
all Frankish monasteries might be attained. 

The foundation of the abbey of Cluny in g10 marked the 
establishment of the first of the great orders which became so 
influential later in the Middle Ages and which were largely re- 
sponsible for the achievements in church building. It was the 
object of the Cluniac order to ensure uniform preservation of 
the Benedictine ideal by setting up a centralized organization 
for the government of monasteries. At the height of its power 
in the twelfth century the order controlled more than three 
hundred monasteries in France, Italy, Germany, and Spain. By 
the beginning of the thirteenth century the order had be- 
come too unwieldy for efficient administration by the abbot of 
Cluny, and a system of provincial regulation was instituted. 
Since its reforms met with general favor, the order accumu- 
lated enormous wealth. Subsequently it relaxed in its observ- 
ance of the Rule. 

From about 1125 to 1225 the Cistercian order, which had 
been founded at the abbey of Citeaux in 1098, was the spirit- 
ual leader of European monasticism. It was the intention of 
the order to follow to the letter the Rule of Saint Benedict and 
to make its interpretation more rigid by applying some of the 
tenets of Benedict of Aniane. In the Charta charitatis, a work 
by Stephen Hardy which has been called the “spiritual mirror 
of the feudal system,” the Cistercian method of government is 
set forth. It granted the dependent monasteries greater free- 
dom in the management of their own affairs than the Cluniac 
order permitted, and it required the abbots to assemble annu- 
ally at Citeaux. Saint Bernard (1090-1153), founder of the 
famous Cistercian abbey of Clairvaux, did much through his 
writings and teachings to reform monastic life. 

Contemplative orders—the Camaldolese and the Vallom- 
brosians in Italy and the Carthusians in France—were formed 
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in the tenth and eleventh centuries. Their mode of life tended 
toward the eremitical, emphasizing strongly the Antonian 
rather than the Benedictine ideal. 

Other ecclesiastical orders, also, appeared during the Mid- 
dle Ages: the Augustinian canons, Premonstratensians, Francis- 
cans, Dominicans, Carmelites, and military orders such as the 
Knights Hospitalers of Saint John, the Knights Templars, and 
the Teutonic Knights. But these were not strictly speaking mo- 
nastic, for although their members followed a rule, the work 
they performed was chiefly carried on outside of monasteries, 
in the secular world. Towards the end of the thirteenth cen- 
tury a general decline in monasticism set in, and by the time of 
the Reformation the institution had lost its great power. 


HE MONASTERY. In all western European monas- 

teries the most important buildings were grouped around 
a central cloister, an open court with a covered and arcaded 
passageway along the sides. 

There have been various suggestions as to the origin of this 
arrangement. It has been thought that the form of the western 
monastery with its central cloister was derived from the East. 
In Syria it was customary to place an atrium, or court, in front 
of the main entrance or at one side of a church and to con- 
struct buildings around it, with porticoes, usually arcaded, ex- 
tended along the sides. The cloister at Babiska in Syria, with 
two porticoes dating from 4o1, is considered by some scholars 
to be the earliest known cloister. Since there were western 
monks who had lived in eastern monasteries, it is possible that 
some of them may have introduced these ideas into western 
monastic architecture. 

It has also been thought that the plan of western monas- 
teries was suggested by that of Roman houses, whose principal 
rooms were built around a colonnaded inner court, called the 
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peristyle. Early Christian literature furnishes records of the 
conversion of such houses into monasteries. In the Acta Sanc- 
torum, for example, Saint Aglaé tells of rich Romans who be- 
came monks and gave their houses to be used as monasteries, 
and similar reports are made by Saint Jerome. Such incidents 
also occurred outside of Rome. At Trier (Tréves) the house 
of Tetradius became the monastery of Saint Martin about 406. 

The development of monastic architecture in Europe was 
influenced by the Rule of Saint Benedict, which stated that a 
monastery should provide every requirement for monastic life. 
Therefore monasteries included all the buildings necessary for 
the various activities of the monks. The widespread influence 
of Benedictinism is apparent in the monastic buildings repre- 
sented in The Cloisters collections. Saint-Guilhem-le-Désert, 
Notre-Dame-de-la-Grande-Sauve, Notre-Dame -de-Langon, 
Saint-Michel-de-Cuxa, Pontaut (governed by the Cistercians 
after 1151), and Froville were all built by Benedictines, and 
Bonnefont-en-Comminges was built by Cistercians. 

Unfortunately no Benedictine monasteries contemporary 
with the founder of the order are in existence today. The mon- 
astery of Jumiéges in northern France is believed to have been 
among the first in France to observe, though probably only in 
part, the Benedictine Rule. The original buildings and the 
cloister, erected just after 650, when Benedictine influence was 
taking hold in Gaul, were destroyed in the ninth century; but 
they are described in considerable detail in the Vita Sancti 
Philiberti, written about 750. In Spain a few monastic build- 
ings dating from the ninth and tenth centuries survive, but 
most of the important ones now extant date from the twelfth 
century or later. 

The oldest existing plan of a monastery, drawn on parch- 
ment about 830, is preserved at the abbey of Saint-Gall in 
Switzerland. The buildings are represented in great detail, and 
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many of their features are typical of monasteries built in the 
ensuing centuries. To illustrate the principal characteristics of 
mediaeval monasteries, the plan of the abbey of Royaumont ts 
reproduced on page xxvii. It shows clearly the various elements 
of a monastery in the most usual arrangement. The abbey was 
founded in the thirteenth century by the French king Saint 
Louis and was built by the Cistercians. This order was among 
the great monastic builders of the Middle Ages and tried to 
interpret as completely as possible the Benedictine Rule. 

Most of the monks’ activities, other than those of worship, 
centered in the cloister. It was there that they walked in solemn 
meditation and on occasion were permitted to talk informally 
(formal discussion of problems took place in the chapter 
house). In the cloister they had their school, studied, and cop- 
ied manuscripts. The cloisters of western European monas- 
teries were approximately rectangular in shape. Instead of be- 
ing placed in front of the church, as were the atria of Early 
Christian basilicas, the cloister was always at one side, prefer- 
ably the south, and usually in the angle formed by one of the 
arms of the transept and the nave. One of the walks of the 
cloister was next to the wall of the nave. The chief building on 
the opposite walk, facing the church, was the refectory. The 
chapter house and sometimes the sacristy and the armarium 
(library) adjoined the transept. The cloister side of the chap- 
ter house was almost always open, as at Pontaut (see pp. 31 ff.), 
although occasionally in northern countries, owing to the cold, 
it was enclosed. The dormitory was on the second floor, pref- 
erably over the chapter house so that the monks could readily 
reach the church by the night stairs. On the fourth side there 
were storerooms (the cellarer’s quarters) and workshops. Some 
very large monasteries, for instance the great Cistercian abbey 
of Clairvaux, had several cloisters, as numerous buildings were 
necessary to serve the complex needs of a large community. 
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HE BUILDING, LANDSCAPING, AND GAR- 

DENS OF THE CLOISTERS. The purpose of 
The Cloisters, as expressed by the donor, is to provide a culmi- 
nating point of interest in the architectural design of Fort 
Tryon Park and also to house properly and display to advan- 
tage the various collections described in the following pages. 

The building (see frontispiece) is not copied from any me- 
diaeval building, nor is it a composite of various buildings. The 
plan was developed around architectural elements, dating from 
the twelfth to the fifteenth century, from the cloisters of five 
French monasteries— Saint-Guilhem-le-Désert, Saint-Michel- 
de-Cuxa, Bonnefont-en-Comminges, Trie, and Froville. As the 
reconstructed cloister from the abbey of Saint-Michel-de-Cuxa 
was to be the central and largest section of the museum, it 
seemed appropriate to employ in the design of the tower of 
The Cloisters some of the features of a tower still standing at 
Cuxa, one of two which were formerly part of the abbey. The 
Gothic Chapel, at the southwest end of the building, was mod- 
eled after thirteenth-century chapels at Carcassonne and Mon- 
sempron. 

As the plans for The Cloisters progressed numerous other 
Romanesque and Gothic architectural elements were acquired. 
These, including the chapter house from Pontaut, the stone- 
work from the choir of the church at Langon, some thirty 
doorways and windows, and stained glass, have been incorpo- 
rated functionally in the structure of the building. Although 
decorative effects have often been obtained by arranging an- 
tique objects without relation to their original use, this proce- 
dure was considered inconsistent with the purpose of a museum 
and was avoided at The Cloisters. Reconditioning was likewise 
avoided whenever possible; for though it is sometimes neces- 
sary to restore works of art which remain exposed to the ele- 
ments, an inheritance from the past has often been irrevocably 
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destroyed by the attempt to bring old and new work into com- 
plete harmony. 

Prominence has been given the exhibits by making the archi- 
tectural setting unobtrusive. Though the backgrounds are me- 
diaeval in style, the simplest precedents have been followed for 
the modern work. The modern capitals in the Romanesque 
Hall, for example, were based on unornamented prototypes so 
that they would not detract from the profusely carved Mou- 
tiers-Saint-Jean doorway or the Adoration group from Cerezo 
de Riotirén. Further, the figures of the Adoration group were 
placed in a niche over a doorway so that they might be seen at 
the proper height, but no attempt was made to copy their 
former setting. 

The building materials have been kept subdued along with 
the architectural design. Millstone granite, quarried and cut by 
hand near New London, was in general used for the exterior 
of the building. Its warm tones recall stone found in southern 
France, and it is more durable and therefore more suitable for 
a large modern structure in New York than the stone which 
was commonly used for mediaeval buildings. In order to give 
the proper scale to the walls, the dimensions of the individual 
blocks were patterned after those of Romanesque buildings, in 
particular the church at Corneilla-de-Conflent, a few miles 
from Cuxa. To attempt to reproduce the rough rubble walls 
at Cuxa (probably covered over with plaster in the Middle 
Ages) would not have been feasible. For the interior stonework 
the principal material used was Doria limestone, quarried near 
Genoa in Italy. When sand-sawn and left without hand tool- 
ing it has the appearance of weathered stone and harmonizes 
well with the antique elements in the collection. 

Color has been used sparingly for decoration, though we 
might have followed the precedent of Abbot Suger, who wrote 
of the building of the great abbey of Saint-Denis in the twelfth 
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century: “We summoned skilled modelers and sculptors, who 
erected the central doors in which were sculptured statues 
which we caused to be gilded at great expense, . . . further- 
more we caused the tower and the upper part of the gable to 
be ornamented in many colors... . ” But it would not have 
been appropriate to provide a colorful setting for works of art 
which in the course of time had lost almost all vestiges of once 
resplendent polychromy. 

Red roof and floor tiles, copied from examples excavated at 
Saint-Michel-de-Cuxa, have been used to give an effect like that 
of buildings in southern Europe; and here and there old ma- 
terials, including beams for the ceilings, planks for the doors, 
and glass for the windows, help to create a suitable background 
for the exhibits. For the modern woodwork, window glass, and 
hardware simple designs have been followed, and inconspicu- 
ous modern lighting arrangements have been installed. 

While it would be interesting to compare modern and me- 
diaeval building methods and to describe in detail the prepara- 
tion of various building materials, this subject must for the 
present be put aside. Examination of the exhibits in The Clois- 
ters and comparison of old with modern work afford the best 
possible introduction to the study. 

The site of The Cloisters, on ledges of rock commanding 
a view of the Hudson River, brings to mind the situations of 
mediaeval buildings at Mont-Saint-Michel, Basel, and Saint- 
Bertrand-de-Comminges. Rampart walls enclose a courtyard 
designed to be used as a parking space and to provide in con- 
nection with the building a convenient place from which to 
view the magnificent surrounding landscape. This courtyard 
and the entrance driveways are paved with Belgian blocks 
(taken from old New York streets) to suggest the cobblestones 
of old European towns. 

The natural setting has been enhanced by extensive plant- 
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ing. Because of the severity of New York winters landscaping 
with the olive trees, fig trees, palms, and cypress typical of 
Mediterranean regions was out of the question, but the flower- 
ing crab-apple trees on the southern slope of The Cloisters 
property will recall the orchards and groves which often com- 
pletely surrounded monasteries. 

Within the walls of the building the landscaping is based 
on mediaeval precedents in so far as information is available. 
The design of the gardens of the reconstructed cloisters from 
Cuxa, Trie, and Bonnefont presented a difficult problem, for 
no contemporary plans showing the layout of mediaeval gar- 
dens exist. Even the complete ninth-century plan of the mon- 
astery of Saint-Gall gives no clue to actual planting, except in 
the cemetery. In the Cuxa garden iris and other plants known 
in the Middle Ages have been used in a semiformal arrange- 
ment. Several apple trees were also planted there, as they were 
frequently grown in cloisters and some are still to be seen 
within the walls of the monastery of Saint-Michel-de-Cuxa. 
The walks were suggested by those of the central cloister in 
the plan of Saint-Gall. In the garden of the Trie Cloister yews, 
a cedar tree (instead of cypress), myrtle, ivy, and various flow- 
ers have been planted somewhat as in old cloisters still existent 
abroad. 

Special attention has been given to the garden in the Bon- 
nefont Cloister, which has been conceived of as a mediaeval 
garden with herbs and flowers (fig. 60). The plan has no par- 
ticular prototype, but is based on mediaeval gardens as they 
are known to us in manuscript illuminations, tapestries, and 
paintings. Each variety of herb and flower has been labeled, so 
that visitors who wish to continue reading labels out of doors 
may identify them. Those growing in the Bonnefont Cloister 
are species mentioned in mediaeval texts and depicted in works 
of art like the Unicorn tapestries (see figs. 47-50). Particularly 
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useful was the list of herbs which Charlemagne gave directions 
to have grown in the imperial gardens. The list is preserved in 
Capitulare de villis imperialibus, issued in 812, and has often 
been published. Gradually the Museum is collating various 
lists of mediaeval plants. 
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UGGESTED ITINERARY. The octagonal En- 
trance Hall, above which rises the tower, is the starting 
point for a visit to the Museum. 

It is suggested that, at least on the first visit, the exhibits 
be seen in consecutive order, beginning with the Romanesque 
and continuing with those of the early and late Gothic periods. 

The arrangement of the exhibition areas and terraces is 
shown in the accompanying plan. They may be visited in the 
following order: main floor —the Romanesque Hall, the Saint- 
Guilhem Cloister, the Romanesque Chapel, passageway to the 
West Terrace, the Chapter House from Pontaut, the Cuxa 
Cloister, the Early Gothic Hall, and stairway to the ground 
floor; ground floor—the Gothic Chapel, the Fifteenth-Century 
Sculpture Hall, the Bonnefont Cloister, the Trie Cloister, and 
stairway to the main floor; main floor—the Boppard Room, the 
Hall of the Unicorn Tapestries, the Burgos Tapestry Hall (by 
way of the Cuxa Cloister), the Spanish Room, the Late Gothic 
Hall, the Froville Arcade. 
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THE ENTRANCE DOORWAY. More elaborate and 
more delicate in its ornament than the doorway from the 
chapel of the Knights Templars at Beaune, in the vestibule ad- 
jacent to the Entrance Hall, is the twelfth-century doorway 
from southwest France at the entrance to the Romanesque 
Hall. Although sturdy members and bold proportions were the 
fundamental consideration of the mediaeval architect, the fine- 
grained, soft white limestone of this doorway permitted the 
most intricate carving, and the sculptors were particularly skill- 
ful in executing even the most minute details. The decorated 
voussoirs, keystone, and capitals with abacus blocks are effec- 
tively placed. 


THE ARLANZA FRESCOES come from the chapter 
house of the monastery of San Pedro de Arlanza, which is 
south of Burgos, near Hortigiiela. Tradition ascribes the 
founding of the monastery both to Wallia, the Visigothic king, 
and, with more probability, to the great Count of Castile, Fer- 
nan Gonzalez, who bestowed favors on the monastery early in 
the tenth century. The church, now in ruins, was commenced 
in the eleventh century; building continued in the twelfth and 
thirteenth centuries, and parts were changed in the fifteenth 
and sixteenth centuries. On the basis of style the chapter house 
with its paintings may be ascribed to the early thirteenth cen- 
tury. Here a room, originally about 34 feet square and 12 feet 
high, was decorated from floor to ceiling with frescoes repre- 
senting large and fantastic animals, framed with ornamental 
borders. In 1773 or 1774, or possibly somewhat earlier, the 
room was completely remodeled to permit the erection of a 
monumental staircase adjoining a large cloister (completed in 
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1617). Such of the frescoes as were not demolished were rough- 
ened with picks so that the new layer of plaster with which they 
were then covered would hold. 

When Church and conventual property in Spain was se- 
questered in 1836-1837, the monastery at Arlanza became na- 
tional property. In 1845 practically all the buildings were sold 
by national decree to a private citizen. When the roof of the 
chapter house collapsed and the plaster which for years had 
protected the walls began to crumble away, little by little the 
paintings were exposed to the elements. Fortunately the fres- 
coes were removed to safety prior to 1929, otherwise at present 
very little would remain of a once noble series. They seem first 
to have been published in 1912. 

The two principal sections of the Arlanza group were 
acquired for The Cloisters because they were thought to be 
among the best examples of decorative wall painting available; 


FIG. 1. A LION. FRESCO FROM SAN PEDRO DE ARLANZA 
SPANISH, ABOUT 1220 
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and in fact they may well be considered the finest and most 
skillful of their kind in existence. In one section a lion is su- 
perbly depicted (fig. 1); below is a border of fish. In the other 
section is a wyvern. The border beneath contains two con- 
fronted harpylike figures with human upper bodies on lower 
bodies of winged dragons, a fox and a goat dancing to the 
music produced by an ass playing on a harp, and two rabbits 
between two human figures. 

The lion is closely paralleled by several lions in a Beatus 
manuscript in The Pierpont Morgan Library. In quality, in 
brilliance of design, and in dexterity of handling the frescoes 
do not suffer by comparison with the similar small-scale work 
of the manuscript illuminator. The manuscript, a commentary 
on the Apocalypse, was copied in the royal Cistercian convent 
of Las Huelgas, on the outskirts of Burgos, from the tenth- 
century codex formerly in San Salvador de Tavara (this is now 
thought to be in Madrid). The similarity of the manuscript 
and the frescoes and the proximity of their places of origin sug- 
gest the adoption of the date 1220 in the colophon of the man- 
uscript as the date of the frescoes. 


THE ADORATION GROUP FROM CEREZO DE 
RIOTIRON. The four sculptures composing the group 
from Cerezo de Riotirén, the Adoration of the Magi (figs. 2, 
3), are from the same locality as the Arlanza frescoes and are 
contemporary with them. The exhibition of these works to- 
gether affords opportunity for unusually interesting compari- 
son, and in spite of the difference of medium certain conven- 
tions in rendering are used for both the animals and the figures. 
Very few well-preserved pieces of the size and quality of this 
group ate to be seen in museums. 

These sculptures, perhaps better than any others in The 
Cloisters, represent the monumentality of ecclesiastical sculp- 
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ture of the late Romanesque period. They bring to mind such 
imposing and developed creations as the portal sculptures of 
Saint-Gilles in southern France or those of Santiago de Com- 
postela in Spain, which are their second cousins. In the style of 
the rhythmic drapery there is evidence of the same masterful 
handling as in the calligraphic lines of the Arlanza lion, which 
has been cited for “the extreme sophistication of the drawing.” 
Although the drapery folds of the limestone figures are con- 
ventionalized, there is no monotony, owing to the variety in 
treatment. : 

The very mass of the stone block from which the Virgin 
and Child are hewn gives dignity to the scene. Joseph sits tran- 
quilly at the Virgin’s left side and adds the necessary balance 
to the two kings kneeling at her right. One of the kings, prob- 
ably representing a historic personage who has not been identi- 
fied, lifts his garment to bare what appears to be a deformed 
foot. Like the accessories—the book, the gifts, and Joseph’s 
staff —the crowns were prominent in the composition. 

Although three kings are usually represented in Adoration 
groups, sometimes fewer appear. As a photograph of this group 
in its original setting shows the composition to have been ex- 
actly as it is today, there is no reason for supposing that one of 
the kings has disappeared. The figures stood in a niche above 
an arch west of the south portal of the church. Groups of this 
kind were usually placed in tympana, but occasionally, espe- 
cially in the Burgos region, where there are several similar 
groups, large figures are placed in settings that have no par- 
ticular architectural significance. 

The origin of this figure style is one of the most debated 
questions in mediaeval archaeology; for the present purpose it 
may best be said that sculpture of this kind appeared simul- 
taneously in southern France and northern Spain towards the 
end of the eleventh century. By the end of the twelfth century 
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schools were more distinctly localized, and their particular 
characteristics can be more clearly pointed out. 

The Adoration group from Cerezo is identical in style with 
other sculpture in the neighborhood of Burgos, notably the 
portal tympana of Moradillo de Sedano and Gredilla de Se- 
dano, and the Adoration group and a large Virgin and Child 
at Butrera. The inscription IN ERA MCCXXVI (1226) on a 
capital on the facade of the church of Moradillo de Sedano 
provides evidence for an approximate date for the Adoration 
group from Cerezo. 


THE REUGNY DOORWAY. The doorway from 
Reugny (fig. 4), at the entrance to the Saint-Guilhem Clois- 
ter, is in a style transitional from Romanesque to Gothic. Its 
construction may be compared with that of the Beaune door- 
way, with its massive tympanum, and with that of the entrance 
doorway (see p. 1), where the tympanum is omitted. In the 
Reugny doorway, however, the arches supported by the col- 
umns are pointed, and the tympanum is lobed and decorated. 
Originally two statues, perhaps of saints, were attached to the 
central columns, although only a small section of one figure 
has survived. The doorway was probably made at the end of 
the twelfth century. 

The church at Reugny, except for the doorway, was a sim- 
ple, barnlike building on the exterior. It was built of rubble 
and doubtless was originally covered with plaster. Nowadays, 
when stone is so easily cut by machine, designers of modern 
buildings in the mediaeval style would consider incongruous 
the use of so pretentious a doorway in conjunction with a sim- 
ple structure. 


THE TORSO OF CHRIST. The consummate skill of 
the mediaeval sculptor is attested by the twelfth-century 
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FIG.4. DOORWAY FROM REUGNY 
FRENCH, LATE XII CENTURY 


painted wood torso of Christ from Lavaudieu, near Brioude. 
The graceful curves of the anatomical rendering and the flat- 
tened folds of the drapery are developed with great finesse. 
Appreciation of such a piece does not require the experienced 
eye of the connoisseur, and it is not necessary, as is so often the 
case in mediaeval sculpture, to discount provincial characteris- 
tics and exaggerations resulting from an effort to produce par- 
ticular effects. Since cleaning, the true color values have been 
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FIGS.5,6. THE VIRGIN AND SAINT JOHN 
PROBABLY ITALIAN, XIII CENTURY 


revealed. The torso is painted flesh color, and the red and blue- 
green loin cloth (perizonium) is decorated with checks outlined 
in black. The head of this fine sculpture is now in the Louvre. 


THE VIRGIN AND SAINT JOHN. In the wood 
statues of the Virgin and Saint John, placed at either side of 
the torso of Christ, the greater simplification in the rendering 
of the folds is in part accounted for by the fact that the figures 
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were made to imitate enameled metalwork (figs. 5, 6). The 
curls of the hair and the slight outlines denoting the eyes 
further show that the sculptor of these pieces was attempting, 
as did frequently the contemporary painter, to suggest metal- 
work. Although they were probably made in Italy in the thir- 
teenth century, their technique recalls that used for Limoges 
and other enamels of the late twelfth and the early thirteenth 
century. It is not unlikely that an enameled reliquary deco- 
rated in relief with a Crucifixion group, including figures of 
the Virgin and Saint John, inspired these two sculptures. 

The statues are carved in soft red pine. The surfaces are 
covered with a layer of gesso composed of fine gypsum and 
glue. For the modeling of the heads and some of the drapery 
folds, canvas was placed over a coarse plastic material. For the 
garments, the ground was overlaid with a very thin layer of tin 
foil, to reflect light through the colored oil glazes with which 
the tin foil was covered. Finally, both statues were coated with 
what appears to be a varnish of the ordinary spirit type. 

The Virgin wears a golden yellow mantle ornamented in 
black patterns with occasional red spots. Her garment is red. 
Saint John’s cloak is red, bordered with silver-gray geometric 
patterns. His tunic is yellow-brown with red and black decora- 
tions. The folds above the waist are drawn with calligraphic 
black lines; other shadows are indicated by black or green out- 
lines. The faces are painted a light fawn color with very faint 
pink glazes for the cheeks. Saint John’s hair is painted in a 
yellow-brown with conventionalized spiral curls in a dark red- 
brown. The colors must be visualized not exactly as they ap- 
pear today, but as considerably more brilliant and without 
crackle and blemishes. 


THE LION FROM ZAMORA. The lion, in which 
Christ is symbolized as “the Lion of the tribe of Judah,” was 
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one of a pair set high up on either side of the gable of the 
portal of the church of San Leonardo at Zamora in Spain. 
This lion relief and its companion piece, a lioness, were used, 
according to custom, as the guardians of the doorway of the 
church. The lion tramples on a serpent, a symbol of Satan; in 
the background are Christ crowning the Virgin, attended by 
the archangel Gabriel, and Saint Leonard of Aquitaine freeing 
two prisoners. 

From several inscriptions on the portal, this relief may be 
dated about the middle of the thirteenth century. The consid- 
erable remains of color are unusual for stone sculpture and 
make comparison with the figures of the Adoration group op- 
posite particularly interesting. It shows strikingly to what de- 
gree most mediaeval sculpture is now destitute of color and 
how important this final embellishment was in producing the 
desired effect. 


THE MOUTIERS-SAINT-JEAN DOORWAY. The 
magnificent thirteenth-century Gothic doorway in the west wall 
of this gallery, originally at the entrance of the refectory of the 
once celebrated monastery of Moutiers-Saint-Jean, shows at its 
very best the unison of architecture and sculpture of the golden 
age of Gothic (fig. 7). Moldings, ornament, and figure sculp- 
ture, brilliantly carved, are harmoniously worked into a single 
unit. The large capitals above the outer columns once served 
to support the vaulting of the porch which, before its destruc- 
tion, sheltered the doorway. 

A story is told with the chisel; enlivened by the play of light 
and shade, carefully juxtaposed and balanced forms depict fa- 
vorite themes of the Middle Ages. Each part bears a definite, 
integral relation to the whole, but particular emphasis is fo- 
cused on the Coronation scene in the center of the tympanum. 
The Virgin, treading on the tail of an adder, is crowned by 
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Christ, who holds a flattened orb, or disk, which is carved as 
though studded with jewels. Christ, as prophesied in the Scrip- 
tures (Psalm 91.13), treads upon the lion and the adder, sym- 
bols of evil. Angels, probably Michael and Gabriel, bearing 
candlesticks, kneel at the sides. Above, on the voussoirs of the 
archivolt, are six adoring angels, the lower two probably carry- 
ing crowns (?), the middle two with chalices or candlesticks, 
the upper two swinging censers and carrying naviculas. The 
feathers on the angels’ wings are indicated with paint, perhaps 
as decoration or perhaps as guide lines in the sections which the 
sculptor was yet to carve. The comparative simplicity of the 
moldings of the main arch contrasts with the elaborateness of 
the trefoil cusped arch, which is formed by grapevines that 
grow up the embrasures of the portal and frame the Corona- 
tion scene. The outer sides of the embrasures are flanked by 
columns in which are four seated figures in canopied niches. 
These figures represent the biblical forerunners of Christ. From 
left to right, in pairs, beginning at the bottom, they are: Elijah 
(?), with the raven above, and Melchizedek beside an altar, 
bearing a chalice (?); David (?), and Solomon holding the 
temple of Jerusalem; Abraham, with Isaac at his side, on the 
left the angel and the ram, and Moses with horns and the 
brazen serpent; and Saint John the Baptist with his long hair, 
and Simeon holding the Christ Child. Beneath the canopies on 
either side of the doorway and between the two small engaged 
columns there probably stood columns with engaged figures. 
These have been replaced by undecorated shafts. Canopies were 
so used in other doorways, as for instance on the related exam- 
ple at the church of Saint-Thibault near Moutiers-Saint-Jean. 

The monastery of Moutiers-Saint-Jean was formerly called 
Sanctus Johannes Reomaensis. It was sacked in the years 1567, 
1584, 1629, and possibly again during the French Revolution. 
The mutilation of the doorway no doubt occurred on one or 
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more of these occasions. At some time the refectory was made 
into a barn; the doorway was walled up, except for a small sec- 
tion which served as a window, and remained in this condition 
until its removal from Moutiers-Saint-Jean. 

A prosperous period of the abbey, under the protection of 
the Dukes of Burgundy, began early in the thirteenth century 
with important gifts of land and money. The monastery rec- 
ords reveal neither the gift of this doorway nor anything about 
its makers. However, the period of most extensive building, 
dating from 1257 to about 1285; when the monastery finally 
fell badly into debt, coincides with the style of the doorway. 
This style, which is inspired by similar architectural sculpture 
on the cathedrals of Sens and Auxerre, is even more closely re- 
lated to that of the doorway of the north transept of the church 
of Notre-Dame at Sémur-en-Auxois, the main portal of the 
church of Notre-Dame at Cluny, the small tympanum from a 
former doorway of the north transept at the cathedral of Véze- 
lay, and a tomb relief on the wall of the north side of the aisle 
of the church of Saint-Pére-sous-Vézelay. All are the work of 
a single, homogeneous school of artists, who carried the great 
cathedral style to these outlying communities. Whether they 
also worked at the cathedrals or only studied the work of other 
sculptors, remains a subject for research. At its best this work 
was neither provincial nor local in its manifestations. In fact, 
it often surpassed its prototypes in quality—possibly because 
the artists working in more remote localities were free from the 
feverish activity of the great centers. 


THE SAINT-GUILHEM CLOISTER 


HE cloister (fig. 8) has been planned around the unusual 

and magnificent series of capitals and other fragments 
from the upper cloister of the celebrated abbey of Saint-Guil- 
hem-le-Désert. This Benedictine abbey was founded in 804 by 
Guilhem (William), Duke of Aquitaine, Count of Toulouse, 
and Prince of Orange, and until the twelfth century it was 
called Gellone after the once lonely valley in which it stood. 
Guilhem was one of Charlemagne’s paladins and, according 
to some accounts, a close relative. The monk Witiza, better 
known as Saint Benedict, was a friend of Guilhem and had 
founded somewhat previously the neighboring monastery of 
Aniane. In 806, Guilhem retired to the abbey of Gellone and 
six years later died there in the odor of sanctity. The famous 
telic of the True Cross, given by the Patriarch of Jerusalem 
to Charlemagne in 800 and presented by him to Saint Guilhem, 
was one of the monastery’s chief treasures. 

The abbey became one of the most important in southern 
France. By the end of the eleventh century or perhaps early in 
the twelfth, an almost square, comparatively regular cloister 
was built south of the nave of the church. The great period of 
building, however, came in the twelfth century. The early clois- 
ter was flanked on the east by the south transept, the sacristy, 
and the chapter house, on the west by the refectory, and on the 
south by the infirmary and the apartments of the abbot. In 
1165, the monastery, already one of the regular stops on the 
pilgrimage road from Toulouse to Compostela, was included 
among the seven minor pilgrimages imposed as penance upon 
the Albigensian heretics. 

In an entry of the year 1206 the cartulary of the monas- 
tery refers to the “new cloisters,” as distinguished from earlier 
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entries mentioning “the cloister in front of the chapter house.” 
This new cloister was no doubt the upper gallery, whence came 
most, if not all, of the Saint-Guilhem stonework now in the 
Museum. 

In the wars of religion the monastery suffered at the hands 
of the Calvinists, who took possession of the place in 1568. 
During the French Revolution, the property was sold; first it 
was used for a cotton mill and then for a tannery. These un- 
dertakings were not successful, and finally the cloister was sold 
to a stonemason, who exploited it as a quarry for many years. 
Some of the sculptured parts of the cloister were gathered to- 
gether in the church of Saint-Guilhem in the third quarter of 
the nineteenth century by the Abbé Léon Vinas, who further 
showed his interest in the monastery by writing what is still the 
best monograph on the subject. Most of the fragments, how- 
ever, had been brought together by Pierre Yon Verniere, one- 
time justice of the peace at Aniane. He placed them as decora- 
tions in his garden and used many of the finest columns to 
support grape arbors. By 1906 these carvings had been brought 
to Paris, and later they were bought and sent to the United 
States by George Grey Barnard. He, perhaps better than any- 
one of his day, recognized in this material the best sculptural 
traditions. 

The present architectural setting was suggested by the clois- 
ter of Saint-Trophime at Arles and those at Montmajour and 
Saint-Rémy. The high wall above the arcades around the court, 
like that at Arles, makes possible the use of a skylight which 
is not conspicuous from the walks. By this means the delicate 
material is protected from the elements and yet can be seen in 
natural light coming from the same direction as that in uncov- 
ered cloister courts. 

The capitals (see fig. 9), many of them with the original 
limestone shafts and bases, others with somewhat later replace- 
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ments long associated with them, are in a style transitional 
from Romanesque to Gothic. It is difficult to relate the style of 
this elegant, unsurpassed mediaeval carving to sculpture else- 
where. Perhaps the long residence at Saint-Guilhem of unusu- 
ally inspired and skilled artists and craftsmen vying with one 
another in an effort to make their work incomparably beauti- 
ful explains its sporadic appearance. In the dexterity and crisp- 
ness of the cutting, in the freedom and perfection of the orna- 
mentation, and, above all, in the composition of the areas which 
count for light and dark, this is supreme chisel work. 

Local flora and fauna were used both naturalistically and 
conventionally in the decoration. Many of the capitals, chiefly 
those of the Corinthian type, are sheathed with curling acan- 
thus leaves, rhythmically conventionalized. The beautiful bas- 
ket-shaped capital in which the acanthus leaves sweep in bold 
spirals is a striking variation of the more customary form. One 
capital is closely patterned with flat, heart-shaped leaves of the 
black bryony vine. Another is covered with a lacework of vines, 
leaves, and tendrils. Outstanding among the historiated pieces 
is the “Hell” capital, representing sinners being led in chains 
to the mouth of Hell—a masterpiece of mediaeval sculpture. 
The Presentation of Christ in the Temple and the Massacre of 
the Innocents are depicted by other capitals. 

The abaci also are freely ornamented with a profusion of 
vines and foliage motives into which are introduced fruits, 
birds, and exquisitely carved human and animal heads. For 
some of this ornamentation, classical forms were adapted with 
great spirit and individuality. A ribbon winding in angular 
folds across one abacus recalls a Greek fret pattern. In south- 
ern France classical ornament was reviyed long before the Ital- 
ian Renaissance, having been suggested by the many surviving 
Roman monuments, particularly those in the region of the 
lower Rhéne. 
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Several of the column shafts are decorated. One is carved 
with broad acanthus leaves in low, flat relief; another seems to 
be a conventionalized rendering of the trunk of a palm tree; 
and a third is covered with an intricate chevron pattern. The 
cast-stone shafts are reproductions of the originals (see explan- 
atory labels in the cloister). The pilaster decorated with acan- 
thus spirals is perhaps the most memorable of the fragments. 
Even goldsmith’s work is not more precise. 


THE FOUNTAIN in the center of the cloister (see fig. 8) 
was once a capital in the church of Saint-Sauveur at Figeac. 
This capital was later made into a font, as was a companion 
piece still at Figeac. In style it is earlier than the Saint-Guilhem 
carvings; it has even been suggested that it may have been 
carved as early as the late eleventh century. As it was used to 
support heavy architectural members that were high above the 
floor, its boldly conceived, deeply cut ornamentation is more 
rugged than that of the delicate cloister capitals. 


THE CORBELS AND WINDOWS. The ten humor- 
ous, grotesque corbels from the abbey of Notre-Dame-de-la- 
Grande-Sauve (la Sauve-Majeure) are used in the Saint-Guil- 
hem cloister to support the ribs and cornice of the vaults over 
the cloister walks exactly as are similar ones at Montmajour. 
Originally these corbels, which are of the same period as the 
Saint-Guilhem carvings, were supporting members for an ex- 
terior cornice. The columns in the two windows overlooking 
the Hudson River probably also come from la Sauve, where 
they may have been used in the former cloister. 


THE ROMANESQUE CHAPEL 


HE old stonework incorporated in the walls of the Ro- 

manesque Chapel (fig. 11) comes from the church of 
Notre-Dame-du-Bourg at Langon. Gaufredus, at one time ab- 
bot of the monastery of Notre-Dame-de-la-Grande-Sauve, or- 
dered this church to be founded as a dependency of the monas- 
tery in 1126, the year in which he became bishop of Bazas. The 
church must have been well under way before 1155, as it had 
received important gifts prior to this date. Raymond of Dax 
(Raimundus Aquensis), librarian of la Sauve, was in charge of 
the construction. 

The town of Langon, which resisted such famous soldiers 
as Du Guesclin in 1374 and Montgoméry in 1566, was in- 
volved for many centuries in wars and rebellions; the church of 
Notre-Dame suffered accordingly. Of recent years all that re- 
mained was a portion of the choir, which had been divided into 
two stories by a wood floor. The lower part was used as a 
stable, and the upper rooms, which had been a club of the 
Jacobins during the French Revolution, were later a dance hall 
and a moving picture theater. 

Most of the important architectural remains of the church 
which had been removed from Langon were acquired by the 
Museum, together with a large section of the original choir 
wall. They have been brought together in the Romanesque 
Chapel and installed with comparatively little change in their 
functional arrangement. The missing parts of the choir have 
been reconstructed with simple architectural forms (see explan- 
atory label in the chapel). The modern walls adjoining the 
first two large columns, which stood originally at the junction 
of the choir and the transept, are set back in order not to con- 
ceal such parts of the carving of the capitals as survived a 
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fourteenth-century remodeling of the transept. The cornice at 
Langon was 23 feet 6!4 inches above the floor of the choir; in 
the present installation it is 17 feet. The width of the interior 
has been decreased proportionately from 23 feet 3 inches at 
Langon to r7 feet 3% inches in the chapel. Thus the original 
elements are readily visible from the floor and predominate 
over the modern work. 


FIG. 10. A CAPITAL FROM LANGON 
FRENCH, XII CENTURY 


The capitals from Langon do not appear to have a religious 
significance or any particular story to tell. The bending half- 
length figures recall Greek atlantes and caryatids in their cease- 
less effort to support the weight above them. Even the crowned 
heads which look away from the altar (fig. 10) cannot from 
the evidence obtained be verified as actual portraits, although 
they may possibly represent Henry II of England and his wife, 
Eleanor of Aquitaine, royal patrons who visited la Sauve in 
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1155. The various heads are beautifully carved with unusual 
emphasis on simple planes. In contrast to other sculptures of 
their period they are startlingly realistic. The conventionalized 
leaf motives and the snail decorations of the abaci and cornice 
moldings are well suited to the vigorous, geometric carving. 

No traces of original painted decoration have been found 
on the brownish white limestone of the church walls. The first 
of several coats of whitewash may have been applied soon after 
the building was completed. 

The twelfth-century architectute of Notre-Dame-du-Bourg 
is not unlike that of other buildings in the region. Such motives 
as the snails are to be found in larger buildings, especially in 
the not distant cathedral of Bordeaux. But the sculptural dec- 
orations at Langon are not stylistically related to those of the 
other churches listed in a papal bull of the year 1246 as de- 
pendent on la Grande-Sauve. 

In comparison with the delicate, almost jewel-like carving 
of the Saint-Guilhem architectural sculpture, this work may 
appear barbaric and unstudied. Small-scale, intimate sculp- 
ture usually failed in its decorative purpose when used for 
large buildings, but bold sculptural work was generally archi- 
tecturally impressive. In the completeness of the ensemble 
and in the quality of the sculpture, no better example of 
twelfth-century architectural stonework could be acquired for 
The Cloisters. All the writers who have mentioned the re- 
mains are agreed as to their importance. 


THE DOORS. The massive, iron-bound, planked doors at 
the entrance to the chapel are unusual both in size and in pres- 
ervation. Such doors protected a church and its treasures from 
marauders and withstood all but the heaviest battering rams. 
As twelfth- and thirteenth-century doors usually received hard 
wear, they were replaced from time to time, a fact which in 
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part accounts for the relatively small number of examples still 
in existence in Europe. 


THE ALTAR. Besides the actual building with its decora- 
tions, various pieces of church furniture were essential to the 
established performance of the sacraments. Of these the altar, 
since the earliest times, has been the most important. In the 
larger churches there were often several. Some were made of 
gold and enriched with precious stones, some were painted or 
sculptured, and others were ornamented with enamel plaques. 
Often in Spain, particularly in the region of Lérida, raised and 
painted gesso work, simulating more costly materials, was ap- 
plied to a wood foundation much as frosting is forced from a 
pastry bag. The altar frontal incorporated in the modern altar 
is one of the best surviving examples in this technique, although 
the colors have lost much of their original brilliance. The Vir- 
gin and Child are represented in the center, enthroned in a 
mandorla supported by four angels; eight apostles in arched 
niches complete the composition, which is enframed by an in- 
scription and borders with lions passant alternating with dou- 
ble palmettes. The inscription gives in Latin the names of 
six saints, Simon and Jude, Matthew and John, Thomas and 
Barnabas. The frontal came from the parish church of Gines- 
tarre de Cardés. It is a pendant to one, dated 1223, which was 
until recently in the Barcelona Museum. 


MARBLE CAPITALS. In Italian churches of the Early 
Christian and later periods the ciborium—a canopy, generally 
of marble and supported on columns—was often placed over 
the altar. Part of such a structure is represented by the four 
white marble capitals on modern shafts erected in the apse. 
The two larger capitals, together with a third still near the 
monastery of Saint-Michel-de-Cuxa, are no doubt from the 
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ciborium constructed in the monastery church by the abbot 
Oliva about 1040 (see p. 38). The ciborium is described in 
great detail in a letter written by the monk Garcia in 1040. 
This account says it was composed of four pink marble shafts 
7 feet high, each bearing a white marble capital of the Corin- 
thian type. 


THE CRUCIFIX. The cross of the twelfth-century cruci- 
fix (fig. 12) hanging above the altar is technically similar to 
the altar frontal, though earlier. Fhis crucifix may be said to 
be one of the most distinguished sculptures of its kind. Only 
recently, after years of neglect, it was found in the church of 
the convent of Santa Clara (near Palencia) in the Spanish 
province of Leon, where it hung behind an eighteenth-century 
altar. An inscription in stone, placed above the crucifix, is said 
to have recorded its donation to the church in the year 1047; 
as this date is not consistent with the style of the piece, it is 
possible that the inscription was incorrectly deciphered and the 
year should be read as 1147. 

The crucifix is in an exceptionally fine state of preserva- 
tion, except for three of the arms of the cross, which at some 
time were shortened (these have now been restored in order to 
obtain the original relation in scale between the figure and the 
cross). Even the iron fastenings holding the body to the cross 
are contemporary. It is likely that the ends of the crossbar were 
painted with figures of Mary and John, and that the Hand of 
God, the moon and the sun, or some other symbol was shown 
at the top. It is also probable that the letters inr1 were painted 
either directly on the cross or on a separate panel placed above 
the head of Christ. 

The figure of Christ and the cross retain most of their orig- 
inal paint. The color scheme, like the carving, is simply but 
vigorously conceived. The flesh tints contrast with the black 
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hair and beard, the gold diadem, which is studded with painted 


red and green jewels, and the once blue loincloth, bordered 
in gold. The effectiveness of the relation of certain planes to 
others has been achieved in part by the use of dark lines about 
three eighths of an inch wide. They serve to supplement the 
natural shadows and are further evidence of the desire to con- 
ventionalize. The cross is painted dark green with a gilded bor- 
der studded with cabochonlike ornaments, blue, red, and green 
in repeated series. On the back of the cross much of the orig- 
inal paint still remains. In the center is the Lamb of God, and 
at the ends of the crossbar are portions of two of the four sym- 
bols of the Evangelists. 

The figure of Christ is made of walnut and the cross of red 
pine. In places parchment is used over the wood to cover joints 
and to give a better surface on which to place the gesso. The 
entire surface of the crucifix is covered with gesso; in certain 
areas this is thick and has actually been modeled. 

In Romanesque crucifixes the almost horizontal arms, the 
stylized, symmetrical anatomy, and the flattened, tubular folds 
of the drapery gave to the figures of Christ a rare spiritual 
composure. In the ensuing periods of unbridled emotionalism 
the treatment of devotional representations became so intense 
that the effect is distinctly unpleasant. In this Spanish crucifix 
there are no contorted writhings, and emphasis on the grue- 
some details of the scene is avoided. The crown, the symbol of 
Christ’s regality, and the loincloth contrast strikingly, but there 
is NO incongruity in so sincere a representation. 

The literature describing Romanesque crucifixes and related 
sculptures is not only extensive but conflicting. On the one 
hand, it has long been believed by all but those intimately ac- 
quainted with the problem that the best pieces are French and 
that less good examples are apt to be Spanish. On the other 
hand, some scholars have made attempts to prove the contrary. 
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The fine example in this chapel not only came from Spain 
but is demonstrably related to certain Spanish monuments of 
known provenance, including several in the Morgan collection 
of the Metropolitan Museum. The figure of Christ is prac- 
tically identical in its general aspects, as well as in all its im- 
portant details, to a dated ivory figure of Christ on the interior 
of a famous reliquary made for Bishop Gonzalo Menendez 
(1162-1175), in the Camara Santa of the cathedral of Oviedo. 


STAINED GLASS, in fact glass of all kinds, was much 
rarer in the Middle Ages than is generally realized. The win- 
dows of chapels and small churches may have been filled with 
transparent materials, such as parchment, but more usually 
they would have been open 
by day and covered only 
when the shutters were closed 
at night. Ordinarily, when 
the windows of mediaeval 
buildings, except cathedrals 
and great churches, were 
glazed, almost clear, usually 
diamond-shaped quarries 
were used. Most twelfth- 
century glass has long since 
disappeared. 

All the colored glass now 
in the Romanesque Chapel 
dates from the thirteenth 
century. The two windows in 


the apse, at either side of the 


FIG. 13 seer 
THE VIRGIN AND A MONK central window with grisaille, 
STAINED GLASS are composed of brilliantly 
FRENCH, XIII CENTURY colored panels believed to 
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have come from a church in Troyes. They represent Christ (?) 
with an apostle (?), the Virgin and a monk (fig. 13), a bishop 
receiving a kneeling man, and a group of figures from an Ado- 
ration scene. This glass is of the type and quality of windows 
at Chartres and Bourges. 


CHAPTER HOUSE FROM PONTAUT 


O architectural unit could be more perfectly suited to 

The Cloisters than the twelfth-century chapter house 
(figs. 14, 15) from the former abbey of Notre-Dame-de-Pon- 
taut. In both style and period, as well as in size, this room is 
well adapted to the adjacent Cuxa Cloister. The chapter house 
is a complete architectural ensemble in the Romanesque style 
and a fitting supplement to the other important documents of 
mediaeval art in the collection. Stone for stone and brick for 
brick the room was carefully taken down and re-erected here. 
Only the floors and plaster vaults are restorations. 

In every abbey the most important part, after the church, 
was the chapter house, in which the monks assembled each 
morning for discussion of the business of the convent. Some- 
times an ordinary room was the meeting place of the chapter, 
but often, particularly in the late Middle Ages in England, a 
separate building was erected for this purpose. The monks sat 
on benches around the walls. The abbot usually had a separate 
or a raised seat at the back of the room, but it is not certain 
where his seat was placed at Pontaut, as a door (now filled in) 
was cut through the back wall when the room was used for a 
stable. 

The few structures of this kind remaining in France, for 
instance those at Saint-Georges-de-Boscherville and Fontenay, 
were very similar to the Pontaut room: they usually opened on 
the cloister walk with three large arches and were adjacent to 
the church of the monastery. At Pontaut, the room was sep- 
arated from the south transept of the church by the sacristy 
and the armarium (library closet). The door originally leading 
to the sacristy has been walled up, and a new door leading from 
the Romanesque Chapel has been added. The dormitory was 
above the chapter room, as in most monasteries. 


31 


CHAPTER HOUSE FROM PONTAUT 


The abbey of Notre-Dame-de-Pontaut (also called Pon- 
tault, Ponteau, and Pons Altus) was founded by Geraldus, ab- 
bot of Dalon, about 1115. It was at first an abbey of the Ben- 
edictine order, but later, in 1151, in the time of Gaufredus— 
who had become its first abbot about 1125 —the monastery was 
given to the Cistercians and placed under the rule of Pontigny. 
It was connected also with the abbey of Jouy, which was 
founded and favored by the kings of Navarre. 

As yet the archives of the monastery have not been located; 
but the style of the existing chapter house, armarium, sacristy, 
and the remains of some of the adjoining buildings suggest a 
dating in the middle of the twelfth century for the early archi- 
tecture. It is likely that the chapter house was built prior to the 
year 1151, for after the Apologia ad Guilelmum of Saint Ber- 
nard (about 1127) the Cistercians tried to banish all sculpture 
from their churches and other buildings and thereafter had to 
depend for effects on purely architectural forms. The Roman- 
esque Hall in The Cloisters, with its simple capitals and mold- 
ings, is reminiscent of the sturdy, severe Cistercian work found 
at Pontigny and related monasteries. Since the cloister at Pon- 
taut, a portion of which has been reconstructed at The Toledo 
Museum of Art, was not built until the fifteenth century, it 
offers no clue to the dating of the chapter house. 

The abbey was partly destroyed by the Huguenots in 1569; 
by 1572 only a priest, seven monks, and a wounded soldier were 
in residence there. In 1791, during the French Revolution, the 
buildings were sold to Dyzez de Samadet. His only daughter 
married a member of the Poudenx family, who was related to 
the last abbot of Pontaut, and his brother was a deputy at the 
Convention and later a senator of the Empire. Peasants now 
occupy the dilapidated structures that formerly belonged to one 
of the thriving monasteries of Europe, and the place is rarely 
marked on any but the most detailed maps of the region. 
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FIG.14. THE CHAPTER HOUSE FROM NOTRE-DAME-DE-PONTAUT 
FRENCH, XII CENTURY 


FIG. 15. THE INTERIOR OF THE CHAPTER HOUSE 
FROM PONTAUT 


The shape of the interior of the chapter house is irregular, 
the corners not forming true right angles. The walls are not 
quite parallel. The room measures 37 feet 8 inches along the 
cloister, only 2 inches more on the opposite wall, and 25 feet 4 
inches on the sides. The two central columns supporting the 
round-arched ribs of the vaults divide the ceiling into three 
bays. The west wall is pierced by three windows, which were 
never glazed; there are hinges for shutters and holes for iron 
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bars. The carvings, moldings, and construction provide a lesson 
in mediaeval stonework. The varied decorations of the capitals 
(see fig. 16), the abaci, and the keystone bosses of the vaults 
include stars, rosettes, palmettes and other leaf forms, inter- 
laced basket patterns, and confronted birds picking at grapes, 
pine cones, and an unidentified fruit. On the exterior the cap- 
itals are somewhat simpler in design. 

In one wall and in some of the wall ribs brick supplements 
the soft, yellow limestone. 
The style of the brickwork 
is consistent with that used 
elsewhere at Pontaut and re- 
calls similar work—for in- 
stance, that at Tournus, 
where brick was used even 
more extensively in combi- 
nation with even less stone. 
The stone is thought to have 
been obtained at Dumes, be- oe ey GU EA ITAL: 


yond Hagetmau, and prob- Eonar 
ably locally baked brick 
were used to complete the room because the builders had ex- 
hausted their supply of stone. The bricks of the wall are approx- 
imately 15 inches wide, 274 inches high, and 10 inches deep. 
Originally the walls were plastered, perhaps frescoed, and 
the ribs, as can be seen from traces of color here and there, were 
also painted. In the present installation it has seemed preferable 
not to attempt restoration of the stones and not to fill the joints 
completely. As the original floor tiles were missing when the 
room was acquired for The Cloisters, a twelfth-century tile 
from the church at Cuxa was used as a model for the tiles man- 
ufactured for the present flooring and was inserted in the floor 
near the southwest window. 
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FIG. 1'7. ARCADES AND GARDEN COURT OF THE CUXA CLOISTER 


ob CuUxA CLOISTER 


LL the capitals of the cloister; nineteen abaci, of which 
only two are ornamented; twenty-five bases; twelve 
shafts; seven arches; and part of the parapet coping are from 
the former twelfth-century cloister of the famous abbey of 
Saint-Michel-de-Cuxa (see figs. 17, 18; see also explanatory 
labels in the cloister). This monastery was founded in 878 by 
the monks from the Benedictine monastery at Saint-André- 
d’Exalada, which had been destroyed in the previous year by 
an avalanche. At the suggestion of the emperor, Charles the 
Bald, the abbot of Cuxa placed his “fifty monks and twenty 
servants, his already numerous lands, the thirty volumes of his 
library, and his five hundred sheep, fifty mares, forty pigs, two 
horses, five donkeys, twenty oxen, and one hundred other large 
animals with horns” under the protection of Count Miron, the 
founder of the line of counts of Conflent and Cerdagne. Under 
this auspicious patronage the monastery buildings were finished 
in 883. The first church was replaced by a considerably larger 
edifice, begun in 955 and consecrated in the presence of seven 
bishops in 974. The church and the monastery were dedicated 
to the archangel Michael, the favorite saint of a great patron 
of Cuxa, Count Séniofred of Cerdagne, as well as to the titular 
saint of the earlier church, Saint Germain, bishop of Auxerre. 
Wood from the Holy Manger was notable among the many 
gifts to the abbey, which was referred to as monasterium proe- 
sepii Domini. 

The abbey attained great renown. In the last quarter of the 
tenth century there came to it such famous personages as Saint 
Peter Urseolus (Doge Pietro Orseolo of Venice), who joined 
the community as a novice, and two hermits, Marinus and 
Saint Romuald (Romualdo, the founder of the Camaldolese 
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order). Oliva, abbot of Cuxa from 1008 until 1046, was in 
his day the most celebrated personality in southern France 
and northern Spain. Soon after his election at Cuxa he re- 
ceived the additional offices of abbot of Santa Maria de Ripoll 
and bishop of Vich. Distinguished as a writer, poet, and archi- 
tect, he is accredited with having built at Vich both the abbey 
church, including its magnificent portal, and the great cathe- 
dral. His chief architectural contributions at Cuxa were the 
ciborium described by the monk Garcia (see p. 26) and the 
round church in which the fragments of the manger were pre- 
served. 

The records of the monastery during the succeeding cen- 
turies are interesting but not unusual. Arnald, abbot from 1188 
until 1203, managed the affairs of the abbey so badly that he 
was deposed by order of Pope Innocent III. 

The cloister at Cuxa was in all probability built in the 
second half of the twelfth century, prior to the time of the 
shiftless Arnald, as it is unlikely that any extensive building 
operations were carried on under an abbot who had alienated 
property belonging to his monastery. The closely related clois- 
ter capitals at Saint-Martin-du-Canigou and at Serrabona 
might offer a suggestion for the dating of those at Cuxa but 
for the fact that neither group can be definitely dated on docu- 
mentary evidence, although the church of Serrabona is known 
to have been consecrated in 1151. The stylistically comparable 
capitals on the south side of the cloister at Elne are believed to 
have been executed when Guillem Jorda was bishop (1172- 
1186), for he was the first prelate to be buried in the cloister. 
A similar date for the Cuxa capitals is confirmed by the related 
capitals in the cloister of Santa Maria de Ripoll, which were 
carved in the last third of the twelfth century. 

The sacking of the monastery of Cuxa in 1654 by the 
troops of a local count, who had ordered that the fortifications 
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FIG. 18. PART OF THE EAST ARCADE OF THE CUXA CLOISTER 
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be torn down, was only the beginning of long years of despair 
for generation upon generation of monks. In 1793, three years 
after the decree of the “Civil Constitution of the Clergy,” the 
French Revolution brought ruthless plundering and pillaging, 
and finally the monastery was sold in parts to three inhabitants 
of the region. At this time two sides of the cloister arcade were 
removed almost complete and re-erected in the bathing estab- 
lishment at Prades. Most of the carved fragments found scat- 
tered here and there over the countryside are now in The 
Cloisters. Other pieces known to.be from Cuxa are the large 
twelfth-century marble fountain from the center of the clois- 
ter, in the possession of Mme Jacques Balsan at Eze-Village on 
the French Riviera; some columns and arches which have been 
set up in front of the church of Saint-Pierre at Prades; and 
two capitals in the Louvre and another in the Pitcairn collec- 
tion at Bryn Athyn, Pennsylvania. The fountain in the cloister 
of the Pennsylvania Museum of Art, Philadelphia, is also said 
to come from Cuxa. 

The antique portions of the New York reconstruction of 
the Cuxa cloister, beginning at the northeast corner, have been 
kept together wherever possible. When additional stone was 
necessary to supplement the original elements, Languedoc mar- 
ble was obtained from the massive mountain which lies between 
Ria and Villefranche, just as was the Cuxa material in the 
twelfth century. These quarries in the neighborhood of Cuxa 
have for centuries supplied the local builders with this most 
unusual mottled light red and gray-white stone. They also fur- 
nished the polished marble used for the decoration of the 
Grand Trianon at Versailles and the mammoth columns of 
the Arc du Carrousel in Paris. 

At present excavations are in progress at Cuxa, and no 
doubt more information about the monastery buildings will 
soon be forthcoming. The results will be of great interest, inas- 
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much as a recently discovered plan, dated 1779, is at variance 
with the usually accepted measurements for the original clois- 
ter. It has been described as rectangular, the walks at right 
angles to the church being 156 feet 2 inches long, those paral- 
lel to the church, 128 feet 7 inches. The cloister as now recon- 
structed is only a little more than half its original size (89 feet 
by 78 feet 4 inches), and the width of the walks has been de- 
creased accordingly from 15 feet to 12 feet. On the long sides 
of the former cloister the eighteen columns between the corner 
piers were divided into groups of six by two intermediate piers; 
these have been omitted in the present arrangement. 

The reconstruction was based on studies of the original site 
and on the evidence offered by original fragments, as well as 
on notes and drawings, some of which were made in the nine- 
teenth century by E. Viollet-le-Duc and J. Taylor, who saw the 
cloister before it was completely demolished. The floor tiles 
were patterned after old ones specially excavated from the 
former walks at Cuxa. The timber roof, resting on stone cor- 
bels, and the roof tiles were suggested by precedents found at 
Cuxa and elsewhere. In this connection it is interesting to note 
that in Mediterranean regions the process of manufacturing 
tiles has varied little since mediaeval times; the clays used and 
the shapes are the same, and the baking processes are similar. 

The Cuxa capitals (see figs. 19-22) are vigorously carved 
with monumental, architectonic feeling. The planes, creating 
the play of light and shadow, are simple and clearly defined 
with characteristic Romanesque vitality. The figures, consisting 
of human and animal forms, are rudely executed with little 
emphasis on realistic representation. Some of the capitals are 
fashioned in the simplest block forms; they serve as solid and 
adequate transitions between the column shaft and the abacus. 
Others are suggested by capitals of the traditional Corinthian 
and composite types but are ornamented with a repertory of 
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their own. The human heads and figures, the lions, apes, birds, 
acanthus leaves, and other conventionalized motives—palm 
trees, palmettes and half palmettes, vines, bunches of grapes, 
and rosettes—are fascinatingly combined. As these capitals do 
not appear from the decorations to have been conceived for use 
in any particular sequence, they have been arranged according 
to type, beginning with the simpler, poss‘bly earlier, forms and 
continuing with the more sophisticated examples. 

The pairs of confronted birds and animals must have been 
inspired, at least indirectly, by textiles and other objects of art 
brought from the Near East. Certain of the capitals may relate 
naive episodes taken from bestiaries or classical stories remi- 
niscent of the fables attributed to Aesop. For others one is 
tempted to supply didactic meanings and even perhaps to rec- 
ognize Daniel in the lions’ den and other heroes. But it is dif- 
ficult, if not impossible, to identify the representations which 
appear in these unrelated scenes. 


THE FOUNTAINS. The central fountain (see fig. 17), 
possibly a font made into a fountain, comes from Saint-Genis- 
des-Fontaines, and the wall fountain in a recess at the north- 
east corner of the cloister wall, except for the two blocks 
supporting the basin, is from the monastery of Notre-Dame- 
du-Vilar. Although neither fountain came from Cuxa, their 
style is contemporary with that of the capitals and the pink 
marble came from the same quarries. The stone slab placed 
above the basin of the wall fountain and the basin itself were 
not used together when these two elements were found at Vilar, 
and an old photograph shows that the slab was at one time used 
as the tympanum of a doorway. But an examination of both 
elements, the two holes through which the water flowed, and 
parts of the doorway confirms the opinion that the slab and 
the basin formerly composed a fountain as they do now. The 
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CAPITALS FROM SAINT-MICHEL-DE-CUXA. FRENCH 
SECOND HALF OF THE XII CENTURY 
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basin may have served as a reservoir from which buckets were 
filled or as a lavabo where the monks could wash their hands. 
Therefore it has been installed near the Late Gothic Hall, 
which may be considered the refectory. 


THE FRIAS DOORWAY. A nineteenth-century account 
of the church of San Vicente Martir at Frias describes in con- 
siderable detail the main portal, which was presumably made 
early in the thirteenth century at the order of Alfonso VIII, 
King of Castile (1158-1214), who instigated various recon- 
struction projects at the church. A great fire swept the church 
in the sixteenth century, and when the tower fell in 1879 it 
destroyed the portal. 

Eighty stones from this portal, gathered together at the 
church, are incorporated in the reconstruction of the doorway 
in the north wall of the cloister. A group of particularly well- 
carved pieces was at one time on exhibition at the main build- 
ing of the Museum. The problem of arranging these miscel- 
laneous stone carvings as they would have been in the Middle 
Ages was doubly difficult, owing to the fact that a number of 
stones had been used in an earlier construction and then had 
been reworked and used again. At the sides of the present in- 
stallation two openings have been made so that the backs of 
some of these reworked stones can be seen. 

The reconstruction is based upon a study of the individual 
stones and related monuments in Spain. The ornamental carv- 
ing is crisply cut and effective. The various voussoir blocks are 
like illustrations for a picture book, except that they are placed 
on a doorway, and those which are high up can scarcely be 
read. Some of the individual stones may be identified as fol- 
lows: second arch (beginning with the eighth stone from the 
right), a monk blessing a man starting on a journey; the monk 
wounded; the monk’s deathbed; a wild rose; a woman, possibly 
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symbolizing Victory or Courage, between two fighting warri- 
ors; a figure symbolizing Lust; (on the last stone) two demons 
dragging a miser to hell; third arch (beginning at the right), 
the Visitation and a seated male figure, possibly Joachim; the 
Flight into Egypt; the devil tempting Christ to turn stones into 
bread; Christ raising Jairus’s daughter; Christ sending forth 
the disciples to preach (?); Christ healing a dumb man; the 
Entry into Jerusalem (on two stones); Christ washing the feet 
of the disciples; the Last Supper (on two stones); the Betrayal. 


THE NARBONNE ARCH. The white marble arch used 
over the doorway near the wall fountain is said to have come 
from the former church of Saint-Cosmus at Narbonne; an arch 
identical in style is now at the church of Saint-Paul-Serge at 
Narbonne. This work is of the best quality; and it is less pro- 
vincial than the similar Cuxa carving of the same period. The 
grotesque animals—sphinx (?), pelican, basilisk, harpy, griffin, 
asp, centaur, and lion—and the inner molding with an acan- 
thus design on the white marble arch are fashioned with great 
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HE entrance to the Early Gothic Hall is through a weath- 

ered, thirteenth-century gray limestone doorway. Origi- 
nally it was probably a secondary entrance to a church, but it 
may have served, as it does now, as the doorway to a room. A 
similar doorway, from the church of Saint-Germain-des-Prés, 
is now in the gardens of the Cluny Museum in Paris. The 
tympanum on the exterior may formerly have been plastered, 
as it is now, and possibly it was painted. 

The fresco (fig. 23) placed over the lintel, on the interior, 
is not related to the doorway. It may once have been used in 
such a position, but it is more likely that it decorated a lunette 
beneath an arch or possibly a niche above a tomb monument. 
It came from a Florentine monastery that was razed to make 
way for a street. This impressive painting of the Man of 
Sorrows is by a follower of Nardo di Cione (active about 
1343, died in 1365 or 1366), a brother of Andrea Orcagna. 
No signed or documented works of Nardo remain, but ac- 
cording to Ghiberti the frescoes in the Strozzi chapel of Santa 
Maria Novella in Florence were painted by him. 

The beams of the ceiling and the arch at the far end of the 
room were suggested by similar architectural members in the 
reconstructed Salle des Chevaliers in the Porte Narbonnaise at 
Carcassonne. The beams, which were painted when they were 
used elsewhere, have been scraped and now have the appearance 
of beams from an old ceiling which have lost their polychromy. 

The three windows in the west wall came from Beaumont- 
le-Roger, and the fourth, placed between this gallery and the 
Gothic Chapel, was formerly in the wall of a church at la 
Tricherie, near Chatellerault. These thirteenth-century win- 
dows afford an unusual opportunity for a close study of orig- 
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FIG.23. THE MAN OF SORROWS 
FRESCO BY A FOLLOWER OF NARDO DI CIONE 
ITALIAN, XIV CENTURY 


inal mediaeval stonecutting. Although here and there the three 
larger windows have been repaired, the restorations are readily 
distinguished. The fine profiles of the moldings, their freehand 
cutting, and the graceful lines should be compared with the 
mathematically exact creations of modern work in the Gothic 
style. It is not the breaks and weather-worn surface that make 
for the live quality of authentic mediaeval architecture but 
rather the straightforward design and the vigorous execution. 


SCULPTURES. By the fourteenth century every commu- 
nity had its cathedral, church, or chapel, and artists were able 
to devote their energies to sculpture and other arts which were 
not necessarily a part of architecture. The Virgin and Child 
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was the favorite theme in sculpture at that time. In this gal- 
lery several sculptures show the variations in treatment char- 
acteristic of different schools, together with certain traditional 
features that were common to all. 

The impressive Virgin and Child, the predominant sculp- 
ture in this gallery, is one of the great art treasures of the 
Middle Ages (fig. 24). The gentility, the dignity, and the re- 
pose of the Virgin are portrayed with great mastery. Her com- 
posure is expressed by the relaxed stance, the graceful swing of 
the figure forming an S-curve. Most other Gothic representa- 
tions of the subject suffer by comparison, for this is a superb 
group in an extraordinary state of preservation. Only the scep- 
ter which the Virgin held in her right hand and tips of her 
crown are missing. 

A white veil, bordered with narrow green and red lines, is 
drawn over the Virgin’s golden hair and one end is clutched in 
the right hand of the benign Child, who holds an apple in His 
left. The Infant’s tunic contrasts with that of the Virgin, which 
was formerly completely gilded. Her mantle, on which are 
traces of later repaint, was at first blue, ornamented in gold 
and lined in green. The gold orphreys are studded with cabo- 
chon jewels. 

For almost twenty years the statue was greatly admired as 
an outstanding sculpture in the Berlin Museum. Previously it 
was in the collections of James Simon and Lord Caledon. The 
Berlin Museum sold the statue when negotiating the purchase 
of the major portion of the Guelph Treasure. 

This statue is perhaps the finest of the fourteenth-century 
Madonnas from the Ile-de-France. The Virgin and Child at 
Rampillon, near Provins, is very similar to The Cloisters statue. 
Also closely related are the best of the Louvre statues of this 
subject and the two smaller statues on the west wall of this gal- 
lery, all said to have come from la Celle, south of Paris. 
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FIG.24. THE VIRGIN AND CHILD 
FRENCH ({LE-DE-FRANCE), XIV CENTURY 


FIG.25. THE ADORATION OF THE SHEPHERDS 
ITALIAN, SIENESE SCHOOL, XIV CENTURY 


THE PAINTING in tempera, The Adoration of the Shep- 
herds, is probably from an altarpiece (fig. 25). Charming in 
the handling of the composition and the individual details and 
effective in coloring, this picture has a universal appeal. It is a 
product of the Sienese school of the middle of the fourteenth 
century and has been ascribed to Bartolo di Fredi. In style it 


may be compared with the work of the followers of the Lo- 
renzetti. 
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OTHER SCULPTURES. The seated Virgin and Child 
at the south end of the room, near the chapel, probably stood 
on the altar of one of the chapels of the abbey of Saint-Denis. 
It must indeed have presented a brilliant effect when the 
painting and gilding were intact, the blue of the lining of the 
Virgin’s mantle and of the Child’s tunic contrasting with the 
gold of the other parts of the drapery and the red lining of 


the Child’s mantle. 

The standing saint with 
a book in his left hand (fig. 
26), originally with the palm 
of martyrdom in his right, 
recalls the group of apostles 
formerly in the chapel of 
Rieux at Toulouse and now 
in the Toulouse Museum. It 
is now certain that this figure 
is not one of the Rieux sculp- 
tures, although it was asso- 
ciated with them in earlier 
publications. The religious 
serenity of this idealized dea- 
con places it apart from many 
of the more dramatic figures 
of the fourteenth century. 


NOTE: Visitors wishing to see 
the exhibits in a chronologi- 
cal sequence should next go 
down the stairs to the Gothic 
Chapel. The adjacent hall 
with the Unicorn tapestries 
is described on pages 85-98. 
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FIG.26. A DEACON SAINT 
FRENCH 
XIV CENTURY 
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HE Gothic Chapel incorporates in its design features 

suggested by a small chapel in the church of Saint-Na- 
zaire at Carcassonne and the church at Monsempron. This 
modern setting has been more completely developed than else- 
where in The Cloisters, in order to create an effective back- 
ground for the objects exhibited. The capitals, however, are of 
the simple bell type, unornamented so as not to detract from 
the mediaeval pieces, and in the same spirit the modern stained 
glass has been kept as unobtrusive as possible. 

The stone window (see p. 46) and the high doorway from 
the Cistercian abbey of Gimont are interesting examples of 
architectural stonework. At Gimont the doorway was used in a 
court, the monumental proportions giving due prominence to 
the opening. The delicate tracery at the top gives an idea of 
the quality of the carving, which has suffered considerably from 
exposure to the elements and from vandalism. While not con- 
temporary with the style of the chapel, this late fifteenth-cen- 
tury doorway is an appropriate entrance to the Fifteenth-Cen- 
tury Sculpture Hall. 


THE EFFIGY OF JEAN DPALLUY EB. the cir 
teenth-century sepulchral efigy of Jean d’Alluye (fig. 27) came 
from the abbey of la Clarté-Dieu, near le Mans. It is a mag- 
nificent example of this type of sculpture and one of the few 
surviving in such fine condition. The figure is life-size and rep- 
resents a young man, fully armed, lying with hands joined on 
his breast in an attitude of prayer. His feet rest against a small 
lion, symbolic of courage. In its conventional portrayal of the 
subject as youthful and with wide-open eyes this effigy exem- 
plifies the idealism of thirteenth-century French sculpture. 


52 


FIG.27. THE SEPULCHRAL EFFIGY OF JEAN D ALLUYE 
FRENCH, XIII CENTURY 


Jean d’Alluye, Chevalier, Seigneur of Chateaux (later, 
Chateau-la-Valliére), Saint-Christophe, Chenu, Noyant, Méon, 
etc., was the son of Hugues V d’Alluye and his wife, Guiburge 
de Chourses (Sourches). In 1240 he borrowed 150 livres tour- 
nois from the monks of the abbey of la Trinité at Vendome to 
meet the expenses of a voyage to the Holy Land. In 1241, while 
in the East, he was given a relic of the True Cross by Thomas, 
bishop of Hierapetra. On his return to France in 1244 Jean 
d’Alluye gave the relic (now in the hdpital of Baugé) to the 
abbey of la Boissiére. He died about 1248 and was buried in 
the abbey of la Clarté-Dieu. This monastery was founded in 


53 


THE.~GOTHIC GHAPEL 


1239 and constructed on land in the parish of Saint-Paterne, 
over which Jean d’Alluye held seignorial rights. The tomb with 
the sepulchral effigy is said to have been erected in the church 
near the chapel of Saint Peter; on the wall behind the effigy 
was a bas-relief representing an abbot with several monks. Ac- 
cording to another account, the tomb was in the cloister gallery 
near the entrance to the church. That it was used against a wall 
can be determined by the carving. 


THE TOMB OF ARMENGOL VII. The early four- 
teenth-century tomb of Armengol VII, Count of Urgel, is a 
more developed type of sepulchral monument (fig. 28). This 
is the best of several tombs from the Premonstratensian mon- 
astery of Santa Maria de Bellpuig de las Avellanas, which 
Armengol and his wife, Dofa Dulcia, founded in 1146 or 
1166. It was in the presbyterium at the epistle side of the main 
altar of the church. 

Three lions support the sarcophagus, which is ornamented 
on the front with carvings in high relief of Christ enthroned 
in majesty and of the twelve apostles. An arcade of trifoliated, 
pointed arches enframes the figures. In niches on the piers be- 
tween the arches are small figures of angels and various saints. 
The ends of the sarcophagus are sculptured only in part, as the 
tomb was placed in a canopied niche from which it projected 
about half its depth. On the end to the spectator’s right, two 
monks stand beneath a pointed arch which continues the arcade 
on the front of the sarcophagus. The arch is repeated on the 
corresponding end at the left, but the figures are omitted. 

Armengol is represented lying extended on the sloping top 
of the sarcophagus lid. His head rests upon two tasseled cush- 
ions, the smaller wrought with the arms of Urgel—checky 
(15), gold and black. Behind his head is an angel. His hands 


are crossed above his sheathed sword; a lion (restored) crouches 
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at his feet. Behind the effigy and forming part of the same slab 
of stone are small figures of mourners, many rows deep. Stand- 
ing in front are ladies, draped in long cloaks, and knights, from 
whose shoulders hang swords; several couples on the left are 
seated. At the right, by the head of Armengol, is a cleric hold- 
ing an open book before him; he is saying prayers for the dead. 
In the back rows are numerous figures wearing hooded mantles. 
Unfortunately, this part of the tomb has suffered serious in- 
jury, and few of the heads remain. 

Part of the funeral rites, the absolution, is represented on 
the superimposed panel, which is separated from the company 
of mourners by a molding ornamented with leaf motives similar 
to those carved on the front of the slab near the head of the 
efigy. The figures in high relief carved on this upper panel are 
much larger in scale than those below. The central group is 
composed of three figures: the celebrant and two clerics in dal- 
matics, who hold up a funeral pall in front of him. The cele- 
brant wears the funeral cope; both arms have been broken off, 
but there are indications that he probably held a crosier in his 
left hand; the right was raised in benediction or may have held 
the sprinkler for holy water. To the left of this group, a cleric 
assisted by a young server holds a vestment, probably the chas- 
uble which the celebrant removes after the requiem mass. Next 
are a thurifer, carrying a censer and an incense boat, and two 
assistants in copes. To the right of the central group are a dea- 
con, a bearer of holy water (?), a thurifer, and three assistants 
in copes. In the background are other members of the clergy. 
Above the central group a small naked figure, representing the 
soul of the deceased, ascends to heaven escorted by angels. 

This sepulchral monument was built to contain the remains 
of Armengol VII, probably about 1300, at the order of Armen- 
gol X, who died in 1314. An eighteenth-century manuscript, 
based on original documents, describes the tomb in detail. A 
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nineteenth-century drawing confirms this account in most re- 
spects, but shows some changes. By 1905-1906 the tomb had 
again undergone change, and before it was acquired by the Mu- 
seum some of the heads of the mourners behind the effigy and 
some of the heads of the clerics on the relief with the celebrants 
had been restored. The latter could not be detached without 
damaging the original parts; but the heads of the mourners 
were removed, as they were bad reproductions. The tomb is 
now set up as it was originally. Some of the parts, in particular 
the magnificent sarcophagus and the slab with the effigy, are in 
almost perfect condition, much of the original paint remaining. 

The effigy is very similar to those of the other Avellanas 
tombs, and all may well be the work of one and the same artist. 
To make definite assertions, however, as to the authorship of 
such mediaeval monuments without the aid of more thorough 
documentation than is available should not be attempted. In 
execution the relief with the celebrants is different from and in- 
ferior to the effigy and the sarcophagus. The supporting lions 
are somewhat coarser, although perhaps more architectural in 
feeling, and were probably not made by the sculptor or sculp- 
tors who worked elsewhere on the tomb. Such sculptures as the 
lions supporting the sarcophagus of Armengol VII occur again 
and again in tombs and sepulchral monuments throughout Cat- 
alonia during the fourteenth century. Likewise, reliefs very sim- 
ilar to the one with the celebrants are found elsewhere. It is 
possible, even probable, that such less important parts were 
“carried in stock” or were made to order at various places. The 
assimilation of sculpture from different workshops would also 
account for the use of stone from different quarries for the 
various parts of the same monument, as is the case in the tomb 
of Armengol VII. 

Two angels, both originally holding candlesticks, have been 
placed on the corbels at either side of the tomb (see fig. 28); 
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the horsemen known to have been there in the fourteenth cen- 
tury have long since disappeared. These charming thirteenth- 
century sculptures recall the angels of the Coronation of the 
Virgin in the central west doorway of Reims Cathedral, and, 
like the tomb of Armengol VII, they retain significant origi- 
nal polychromy. Formerly the angel at the left wore a green 
mantle with a red lining, 
fastened with a clasp over 
a gilded tunic. The hair was 
completely gilded, but only 
a few traces of the gold 
now remain over the brown 
underpaint. The flesh tints 
are particularly interesting, 
the red paint on the cheeks 
accentuating the angel’s ar- 
chaic smile. 


TOMB SLABS. By the 
thirteenth century the ever- 
increasing number of sepul- 
chral monuments had_ be- 
gun to crowd the churches 
and chapels, and tomb slabs 
placed level with the floor 
were used extensively to mark 
places of burial. These slabs, 
sometimes made of metal, 
although more frequently of 


FIG. 29 stone, were at first unorna- 

THE VIRGIN AND CHILD mented, except for a simple 
FRENCH (iLE-DE-FRANCE) inscription giving the name 
Bo ELEN of the deceased, the date of 


58 


TOMB SLABS 


his death, and a conventional declaration of his virtues. In time 
the slabs became more and more elaborate. The fourteenth- 
century tomb slab of Clément de Longroy and his wife Beatrice 
de Pons, engraved in limestone and inlaid with alabaster, is 
said to come from Aumale, near Dieppe. Clément is shown 
dressed in plate armor with a sword girded at his side; at his 
feet is a lion, and at either side of his head a shield emblaz- 
oned with his arms. His wife 
is portrayed in the costume 
of the day, with two small 
hounds at her feet. Her coat 
of arms is emblazoned at 
either side of her head. Parts 
of the Norman-French in- 
scriptions may be translated 
as follows: “Here lies the 
noble man Messire Clément 
de Longroy, called . . . Chris- 
topher, Sire de Fontaines, 
Major-domo of the King... 
and of the Queen Blanche, 
who died in the year of grace 
one thousand—. Here lies the 
noble lady, Madame Beatrice 
de Pons, Dame de Fontaines, 
wife of the said . . . Christo- 
pher, who died in the year of 
grace one thousand—.” The 
dates on this tomb slab were 
never completely inscribed, 


which suggests that the stone FIG.30. A BISHOP 
was cut before the decease ITALIAN 
of either Clément or his wife. XIV CENTURY 
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OTHER SCULPTURES. Among the other sculptures 
placed in the chapel, the seated stone Virgin and Child from 
Metz (?) and the four statues in the apse (see fig. 29) —Ger- 
man, French, and Spanish—represent unrelated sculptural tra- 
ditions. Each of these devotional figures illustrates a regional 
style. While they are not idealized as were statues of Greek 
heroes, conventionalized as was sculpture in the Romanesque 
period, or naturalistically represented as was sculpture at later 
periods, they combine some of the qualities of each type. 

The grandeur of a bishop is strikingly represented in the 
standing figure who raises his right hand in blessing (fig. 30). 
The cope is ornamented with black orphreys on which are 
quatrefoils; in one is God the Father blessing; in those below, 
the letters of Ave Maria are placed against red backgrounds. 
This sculpture, said to have come from Assisi, is very similar 
to the well-known fourteenth-century statue of a bishop in the 
Bargello in Florence. Both figures are carved of wood and 
painted with great care. 


THE STAINED GLASS. The various stained-glass pan- 
els have been supplemented by modern sections of glass which 
are an interpretation of the fourteenth-century grisaille in the 
end window. Without some patterned background the impres- 
sion of light vibrating through semitranslucent glass, so to be 
remembered in many European churches, would not have been 
obtained. Glass painted in grisaille was used early in the Mid- 
dle Ages as an expedient method for saving part of the great 
expense involved in filling vast windows with elaborately dec- 
orated glass. Especially in northern France, where the light was 
not so brilliant as in southern districts, windows with the more 
translucent grisaille were sometimes preferred. 

The lancet windows in the chapel were planned so that the 
two stained-glass panels with their contemporary grisaille could 
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FIG.31. LANCETS WITH 
STAINED GLASS FROM EVRON 
FRENCH, XIV CENTURY 


be placed in the apse (fig. 31). 
This glass is said to come 
from Evron, and on the basis 
of style it is dated in the 
first half of the fourteenth 
century. The figures closely 
resemble others in the cathe- 
dral of Evreux, which were 
made about 1330 and are 
universally considered to be 
among the finest examples of 
fourteenth-century glass. 

On one of the panels the 
prophet Isaiah (ysatas) , wear- 
ing a cap and a green mantle 
thrown over a reddish brown 
tunic, is silhouetted against a 
bright blue background. He 
holds with both hands a scroll 
bearing the inscription ECCE 
virGo, taken from the proph- 
ecy ecce virgo concipiet et 
pariet filium (Behold, a vir- 
gin shall conceive, and bear 
a son. Isaiah 7.14) and fre- 
quently used in representa- 
tions of him. On the other 
panel Saint Mary Magdalene 
is depicted with a red halo 
and draped in a red-brown 
cloak; her bare feet denote 
the penitent sinner. She holds 
her most usual attribute, an 
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ointment jar. The saint is represented as weeping, with her 
head supported on her hand. This attitude of sorrow suggests 
the passage, “And they [the angels| say unto her, Woman, 
why weepest thou? She saith unto them, Because they have 
taken away my Lord, and I know not where they have laid 
him” (John 20.13). 

The inscription M. MARTE on the panel with Mary Mag- 
dalene would seem to have been partly restored at some time 
and a piece of old glass inscribed with the name of Martha, 
but from another window of the series, substituted. Possibly 
the painter made an error and substituted MARTE for MAGDA 
(Martha was traditionally believed to be the sister of Mary 
Magdalene). The M at the left of the Magdalene’s head stands 
for Maria, and Macpa was probably used at the right. 

Stained glass which is brilliant in color, pleasant in subject 
matter, and careful in design is to be found in many small 
churches in Austria. It does not have the great vitality of much 
French glass, but it tells a story and is very decorative. The 
four panels inserted in the two other apse windows are Aus- 
trian work of about 1380. They represent Saint Bartholomew 
with knife and book, Saint John the Evangelist with chalice 
and serpent, and two scenes with Saint Martin dividing his 
cloak with a beggar. 

Austrian panels of about the same period are inserted in 
another window. The panel with the Virgin of the Mantle shel- 
tering six figures, including a bishop and a king in a mandorla 
supported by four angels, comes from the church at Maria- 
Strassengel. The Annunciation and its associated canopy and 
the quatrefoil come from Ebreichsdorf, near Wiener-Neustadt. 
The companion piece of this charming, colorful panel is in the 
Kunstgewerbemuseum in Vienna. 
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HE violence and uncertainty of life in the fifteenth cen- 
tury induced many artists to seek the protection of power- 
ful patrons. Thus there collected around the ambitious dukes 
of Burgundy, John the Fearless and Charles the Bold, a bril- 
liant entourage of artists and craftsmen, among them Claus de 
Werve and the great Claus Sluter. These sculptors, with their 
associates and followers, helped to create a style congenial to 
their lordly masters—a style now known as the Burgundian— 
whose influence spread far beyond the borders of the province. 
A number of statues in the Burgundian style have been 
grouped together in this gallery. The figure of Saint John 
wrapped in his voluminous cloak is from a Crucifixion group. 
His traditional attitude of sorrow has here assumed the dignity 
and grace characteristic of mourning figures on contemporary 
sepulchral monuments. One feels the same reverence for pomp 
in the carefully arranged draperies of a statue of an abbot. The 
statue of Saint Denis (fig. 32), long a favorite saint in France, 
recalls numerous statues presented to churches and chapels by 
wealthy donors. The figure of a donor kneeling before his pa- 
tron saint (now missing) is characteristic of many such groups. 
Donors were usually shown smaller in scale than the accompa- 
nying saints, but sometimes vanity overcame modesty and they 
were portrayed life-size or larger. 

The portly burgher, an unusual figure of unknown prove- 
nance, was no doubt drawn from life (fig. 33). Possibly it was 
one of a group composing an Entombment and represented 
Nicodemus or Joseph of Arimathaea. 

Very different from the grand manner of Burgundy was 
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the art of the Ile-de-France and Champagne, provinces which 


kept more of their traditional dependence upon royal author- 


ity. A Pieta indicates the unbroken continuity of fourteenth- 


century style in these regions during the early fifteenth century. 


FIG. 32. SAINT DENIS 
FRENCH (BURGUNDY) 
XV CENTURY 


The reduced size of Christ’s 
body is in accordance with 
the teachings of certain Ger- 
man mystics who believed that 
the Virgin, in the agony of 
her grief, imagined she was 
again holding her dead son as 
a child in her arms. The Pieta 
was introduced into France 
from the Rhineland, where it 
had become a popular object 
of devotion in the fourteenth 
century. 

The head of Christ crowned 
with thorns, carved in lime- 
stone, is executed with the sen- 
sitiveness characteristic of the 
school of Champagne. The 
expression of sorrow is more 
restrained than in many other 
fifteenth-century representa- 
tions of this subject. 

A wave of prosperity, be- 
ginning in the second half of 
the fifteenth century, followed 


the re-establishment of peace and order in the land. In par- 
ticular, the merchant classes of Champagne, enriched by the 
trade which their bustling fairs stimulated, became leading 
patrons of the arts. Of fairly conservative tastes, they de- 
manded from their artists good craftsmanship and were not 
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at first interested in Italian art, then fashionable in court 
circles. The figures of two holy women from an Entombment 
group, carved between 1520 and 1530, have a direct appeal 
to the sympathies of the beholder. The figures were found 


embedded in a wall at Char- 
tres, but they derive from the 
famous atelier of Saint Mar- 
tha of Troyes and represent 
the culmination of the Gothic 
style in Champagne. 
Gradually the ateliers of 
Champagne lost their vigor- 
ous traditionalism and sought 
to imitate the elegance of the 
North Italian styles which 
came into vogue in the first 
half of the sixteenth century. 
The fluttering draperies of a 
figure of a bishop feel this 
breath of the Renaissance. 
Late mediaeval figures of 
saints lack much of the aus- 
terity of earlier styles and show 
the saints sharing the daily 
life of other men, sainthood 
usually being manifested by 
some supernatural occurrence 
in the midst of an ordinary oc- 
cupation. For instance, Saint 


FIG.33. A BURGHER 
FRENCH, XV CENTURY 


Hubert while hunting encounters a stag with a crucifix be- 
tween its antlers. This popular mediaeval miracle is illus- 
trated by an impressive relief, in which all the incidental 
details of the legend are placed in a well-balanced arrange- 


ment (fig. 34). 
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FIG.34. SAINT HUBERT AND THE STAG 
FRENCH, XVI CENTURY 


STAINED-GLASS ROUNDELS (figs.35-38) like those 
in the windows of this gallery were very popular during the 
fifteenth and sixteenth centuries, particularly in the Nether- 
lands, Switzerland, and Germany. Although commonly they 
represented sacred subjects, the roundels were used extensively 
in secular buildings. It was customary to set such roundels in 
leaded panes of clear glass. 

The characteristic bright yellow color was produced by a 
silver stain, which was fused on the outside of the glass. This 
technique afforded new possibilities in the manufacture of 
stained glass, for it permitted craftsmen to execute two-color 
cartoons without using as many leads as were formerly re- 
quired. At first a pale golden transparency was obtained, and 
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DANIEL KILLING THE DRAGON THE PRODIGAL SON 


FIGS. 35-38 
STAINED-GLASS ROUNDELS. FLEMISH AND GERMAN 
LATE XV-XVI CENTURY 


FIG.39. WOODWORK FROM ABBEVILLE. FRENCH 
LATE XV-EARLY XVI CENTURY 


subsequently many shades between light lemon yellow and deep 
amber were produced. The dark lines on the roundels were 
drawn on the inner surface and then fired in a kiln; afterwards 
details were sometimes accentuated, or patterns were made, by 
scraping away portions of the opaque areas and exposing the 
glass. 

The roundels show considerable variety in subject and in 
manner of presentation. Narratives from the Old and the New 
Testament and the apocryphal gospels—especially scenes re- 
lating to Christ’s birth, passion, death, and resurrection —were 
illustrated. The story of Tobit and the parable of the prodigal 
son also were favored subjects. Incidents in the lives of saints 
and martyrs were frequently depicted, and sometimes a patron 
saint was represented. With the introduction of the Italian 
Renaissance into northern countries mythological and other 
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classical stories became the fashion. As Gothic and renaissance 
details often appeared in a single panel, the dating of the roun- 
dels is exceedingly difficult. The style is often derived from 
manuscript illuminations and book illustrations. Artists noted 
for their drawings and paintings are known to have furnished 
designs for stained glass, particularly for some made at the 
centers of manufacture in Augsburg, Nuremberg, Cologne, 
and the Netherlands. 


THE ABBEVILLE WOODWORK. In the north of 
Europe, where wood was plentiful, it was employed extensively 
for building, often in combination with stucco. The elaborately 
carved woodwork adjacent to the staircase (fig. 39) comes 
from the courtyard of a house at Abbeville known as the 
House of Francis I, although it was probably built in the reign 
of his predecessor, Louis XII (1498-1515). The door at the 
right originally opened on a spiral staircase, which led to the 
second floor. The small figures on brackets probably represent 
apostles and prophets. The initials on the panels have not as 
yet been identified. 


FIG. 40. ARCADES AND GARDEN COURT OF 
THE BONNEFONT CLOISTER 


ORE BONNEFONT CLOISTER 


OST, if not all, of the capitals in the two sides of the 

Bonnefont Cloister (fig. 40), and similar ones placed in 

the adjacent Trie Cloister, came from the former abbey of 

Bonnefont-en-Comminges. All are carved in gray-white marble 
from the quarries of Saint-Béat. 

The abbey of Bonnefont-en-Comminges was founded in 
1136 by six monks from the Cistercian abbey of Morimond on 
the invitation of Flandrine, widow of Geoffroi de Montpezat, 
and was favored by Roger de Nur, bishop of Comminges. 
When the monastery began to grow the counts of Comminges 
became its patrons, and until the middle of the fourteenth cen- 
tury they were buried there. The chapel was built in the second 
half of the twelfth century. 

The cloister enclosure at Bonnefont was approximately rec- 
tangular. To judge from the buildings and traces of founda- 
tions still visible, it measured, including the walks, about 109 
by 78 feet. Froidour described it in a letter written in 1667, say- 
ing, “All the columns are of marble and the ceiling [over the 
walks] is of paneled oak.” It is not unlikely that the ceiling 
was added in the sixteenth century by Jean de Mauléon, bishop 
of Comminges, who was commendatory abbot of Bonnefont. 
Froidour stated further that “there is, on one of the four sides 
[on the south side near the refectory|, a structure, approxi- 
mately round, supported on columns similar to those of the 
cloister, in which there is a perfectly beautiful fountain . 
[that] furnishes water for the kitchen and wherever else it is 
required.” Another account, written by Alexandre du Mége in 
1807, relates that the cloister was still standing with its four 
galleries and 128 shafts, supporting capitals [this would mean 
sixty-four capitals], whose ornaments imitated both plants of 
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the region (see figs. 41, 42) and plants having no recogniz- 
able analogy with nature. 

During the nineteenth century most of the architectural 
sculpture from Bonnefont was dispersed. In fact, today there 
is scarcely a place of importance within twenty miles where 
there is not some vestige of the once celebrated monastery. A 
meandering, almost impassable wagon road now leads to the 
site of the former monastic buildings. Part of the largest one 
still standing is used by peasants for their farmhouse. Unfor- 
tunately, the records of existing sculpture have not been kept 
with sufficient care to permit positive statements as to the 
origin of individual pieces. A group of the capitals in The 
Cloisters collection was taken from Bonnefont about 1850 to 
Saint-Martin-sur-la-Noue (near Saint-Marcet) and was used 
to ornament the facade and gallery of a country house. 

Twenty-one of the forty-eight double capitals, selected for 
their similarity in size and for the interest of their decoration, 
are installed in the two sides of the Bonnefont Cloister (see ex- 
planatory labels in the cloister). Five others have been incor- 
porated in the arcade in the north wall of the Trie Cloister. 
Where necessary, a few new bases were made to supplement the 
old ones. Some of the shafts are original; others were probably 
made some years ago for the reconstruction of part of the Bon- 
nefont cloister at the Déaddé house at Saint-Gaudens. Later, 
when the house was demolished, several of the arcades were 
erected in the public gardens at Saint-Gaudens, and these have 
been faithfully reproduced in the Museum’s cloister. A frag- 
ment of an arch, which was taken from a rough stone wall near 
the original cloister at Bonnefont and used as a model for the 
profiles and the carving of the new arches, has been inserted in 
the second arch east of the Gothic Chapel. 

The type of roof, with its beams and trusses, was suggested 
by the timber holes in the wall still standing on one side of the 
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cloister at Bonnefont, and the treatment of the beams them- 
selves is reminiscent of similar timber work in the former clois- 
ter at Marciac. The garden court (fig. 60), while not an ar- 
chaeological reconstruction or one based on any particular pro- 
totype, was in a general way suggested by various examples de- 
picted in paintings and related works of art (see pp. xxxii f.). 

Since all the archives of the abbey of Bonnefont were 
burned during the French Revolution, there is no documentary 


FIGS. 41,42. CAPITALS FROM BONNEFONT-EN-COMMINGES 
FRENCH, LATE XIII-EARLY XIV CENTURY 


evidence for the dating of the cloister. Coats of arms, among 
them those of the counts of Comminges and of Béarn, appear 
on some of the capitals, but as these escutcheons do not estab- 
lish the period of their carving, the cloister can best be dated 
by comparing the capitals with those of other monasteries. 
The capitals can be divided into two groups according to 
the style of their decoration, one comprising the capitals of 
simpler type, the other—which includes all the larger capitals 
—those with more sophisticated ornament. The first group is 
identical in style with capitals from the cloister of the Jacobins 
in Toulouse, whose conventual buildings were begun in 1294 
and whose cloisters were completed in 1310. Moreover, the 
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arches of this cloister are like those which were used at Bonne- 
font-en-Comminges. The second group is identical in style with 
the capitals of the large cloister of the convent of the Augus- 
tinians at Toulouse (now the Musée des Beaux-Arts). This 
convent was built between 1310 and 1341 by brothers of the 
Augustine order. According to the existing document, in Jan- 
uary, 1310, during a visit to the abbey of Bonnefont, Pope 
Clement V gave the Augustines—who then had their commu- 
nity outside the walls of the city of Toulouse, near the Mata- 
biau gate—permission to erect a new residence inside the city 
walls. From this evidence it may be concluded that the earlier 
style dates from the last decade of the thirteenth and the first 
decade of the fourteenth century and that the later style was 
developed about this time and continued through the first half 
of the fourteenth century. 


ot, TRIE CLOISTER 


N 1571 the convent of Trie, except for the church, was de- 
stroyed by the Huguenots. Shortly afterwards some of the 
sculptured white and gray-white capitals from the cloister, and 
probably some from the near-by cloister of the monastery at 
Larreule, were sold to the Benedictine monastery of Saint- 
Sever-de-Rustan for the rebuilding of its cloister, which had 
also been damaged by the Huguenots. The cloister at Larreule 
has long since disappeared; according to some of the villagers, 
most of the sculpture and architectural stonework was used 
for the construction of a dam. Forty-eight of the capitals from 
Saint-Sever-de-Rustan, twenty-eight of which came originally 
from Trie, were sold in 1889-1890 by the commune to the city 
of Tarbes, capital of the canton of Bigorre. They were erected 
with their old arches and parapet copings in the Jardin Massey 
at Tarbes, where they are now preserved with pride. 

Of the related capitals from Bigorre in the United States, 
twenty-three (eighteen of which are known to have come from 
Trie) are in The Cloisters. Others are in the collections of 
Stephen Carlton Clark and The Cleveland Museum of Art. 
The capitals, several old bases, and a section of an arch from 
Larreule, whose moldings were identical with those of the 
arches in the Jardin Massey, have helped make possible a re- 
construction of three sides of a cloister at Trie (fig. 44; see also 
explanatory labels in the cloister). The fragment from Larreule 
has been inserted in the first arch of the west arcade. On the 
fourth side capitals from Bonnefont have been used (see pp. 
71-74). The tiles, roof timbers, and ceiling were suggested by 
existing work of the period. 

The capitals from the cloister at Trie are believed to have 
been carved between 1484 and 1490. The earlier date is estab- 
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lished by the seventh capital of the west arcade, which is carved 
with the arms of Catherine, Queen of Navarre and Countess 
of Bigorre, quartering the arms of her husband, Jean d’Albret. 
The capital could not have been carved before the date of their 
marriage, June 14, 1484. The date 1490 is determined by a 
capital, not in The Cloisters, bearing an inscription referring 


FIG. 43. A CAPITAL FROM TRIE. FRENCH 
PROBABLY ABOUT 1484-1490 


to Pierre II, Cardinal of Foix (died 1490), as still living at the 
time the capital was executed. 

Numerous coats of arms, perpetuating the names of local 
families, appear on the capitals. They are an indication of the 
increasing secularization of the arts in the late Gothic period. 
Grotesque subjects were also freely used, but the usual scenes 
from the Bible and legends of the saints predominate in the 
series. The historiated capitals do not represent all the scenes 
which might be expected, largely owing to the fact that of the 
eighty-one known to have been at Trie, only eighteen have been 
gathered together here. 
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The capitals have been placed in the west, south, and east 
arcades and have been arranged, wherever possible, according 
to the chronological order of the scenes represented, beginning 
at the northwest corner near the entrance from the Bonnefont 
Cloister. The most important subjects depicted are: west ar- 
cade, first capital, God creating the sun, moon, and stars (a 
sundial was at one time on the top face)—second capital, the 
creation of Adam; arms of La Barthe-Fumel; the creation of 
Eve—third capital, Abraham leading his son Isaac to the sac- 
rifice; arms of Jean III, Count of Astarac; the sacrifice of 
Isaac—fourth capital, arms possibly of Algoursan; the same 
arms quartered with unidentified arms—fifth capital, armed 
boy and basilisk (fig. 43); Saint Matthew writing his gospel, 
with his symbol, an angel; arms of La Roche-Fontenilles—sixth 
capital, Saint John the Evangelist writing his gospel, with his 
symbol, an eagle; two children probably spinning tops with 
whips—seventh capital, arms of Catherine of Navarre sup- 
ported by a bishop and Saint Anthony (?); arms of Ossun; 
Saint John the Baptist and a kneeling adorant, possibly Jean 
d’Albret, the husband of Catherine of Navarre—eighth cap- 
ital, arms of Jean de Foix supported by John the Baptist and 
a female figure —south arcade, ninth capital, the Annunciation 
to the Virgin Mary —tenth capital, the Nativity; the Annunci- 
ation to the Shepherds—eleventh capital, the Massacre of the 
Innocents; the devil tempting Christ to turn stones into bread 
—twelfth capital, unidentified arms—thirteenth capital, the 
burial of Lazarus; Martha and Christ; Christ raising Lazarus 
—fourteenth capital, Christ before Pilate; the Flagellation of 
Christ— fifteenth capital, the Entombment of Christ—east ar- 
cade, sixteenth capital, an adoring monk and the Virgin —sev- 
enteenth capital, Pentecost; Saint George killing the dragon — 
eighteenth capital, arms of the town of Trie or Jean de Trie; 
Saint Michael overcoming the devil—nineteenth capital, Saint 
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Christopher holding the Christ Child, and a bishop; shield 
bearing symbols of the Virgin Mary; the monk Arnaldus and 
the Virgin Mary—twentieth capital, arms of France supported 
by angels; the stoning of Saint Stephen —twenty-first capital, 
Saint Catherine and Saint Margaret; the temptation of Saint 
Anthony —twenty-second capital, arms possibly of Arnaud 
d’Antin supported by a knight and a child with a hobbyhorse; 
arms of Cardaillac—twenty-third capital, Saint Martin sharing 
his cloak with a beggar; a woman with a distaff. 


THE FOUNTAIN in the garden is composed of two late 
fifteenth- or early sixteenth-century limestone parts. On the 
front of the cross there is a figure of Christ between Mary and 
John; on the back Saint Anne, with the Child on her right arm 
and the Virgin at her left, stands between unidentified saints. 
The octagonal section is ornamented with seven apostles and 
John the Baptist in traceried niches; its original lead pipes is- 
sued from decorative heads just as the replacements do now. 
The shaft between the antique elements is modern, and the 
pedestal, of cast stone, is copied from the original in the Fif- 
teenth-Century Sculpture Hall. 


THE STATIONS OF THE CROSS set into the walls 
are appropriate to the Trie Cloister both in size and in subject 
matter, although they are in the renaissance style. The last re- 
lief of the series, with the Deposition, the Marys, and the Noli 
me tangere, still has traces of old paint and affords an interest- 
ing comparison with the other reliefs, showing to some extent 
the part played in sculptural effects by color as well as by 
weathering. 


NOTE: Visitors may reach the first floor by taking the stair- 
case at the east end of the Fifteenth-Century Sculpture Hall. 
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FIG. 45. STAINED GLASS FROM BOPPARD. GERMAN (RHENISH) 
SECOND QUARTER OF THE XV CENTURY 


THE BOPPARD ROOM 


THE STAINED GLASS. The six stained-glass panels 
from the church of the Carmelite convent of Saint Severinus 
at Boppard, on the Rhine, form the most brilliant ensemble of 
mediaeval stained glass to be seen in this country (see fig. 45). 
While this is not the finest glass the Middle Ages produced, 
the fact that it has been possible to obtain, almost intact, large 
panels of such fine quality is remarkable. As comparatively 
little of this fragile material has survived, such a striking dis- 
play of old glass is not commonly seen. 

These panels appear to have been made for the polygonal 
choir of the church, which was part of the second oldest Car- 
melite house in Germany, founded before 1270. On the basis 
of style and various dates in the history of the church, they 
may be assigned to the second quarter of the fifteenth century. 
After the secularization of church property in the Rhineland in 
the Napoleonic era, the glass was sold. Not being fashionable, 
it was packed away until 1871. In 1875 it was acquired and 
restored by Frédéric Spitzer of Paris. At the famous sale of the 
Spitzer collection in 1893, it was again sold, together with other 
panels, and since then, except for the brief period in which it 
was on exhibition at the Musée des arts décoratifs, in Paris, it 
has not been on public view. 

The six saints standing in elaborate canopied niches repre- 
sent, from left to right, a bishop saint with a key and a crosier, 
trampling on a dragon symbolic of evil; Saint Elizabeth of 
Hungary with an angel bringing a crown of flowers and at her 
feet a figure locked behind bars; another bishop saint; Saint 
Catherine of Alexandria with the attributes of her martyrdom, 
a wheel and a sword; Saint Dorothea of Caesarea holding a 
basket of red flowers from the celestial garden and at her side 
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the Infant Christ; and Saint 
Barbara carrying her attri- 
bute, a tower. In the lower 
sections there are the arch- 
angel Michael trampling a 
dragon and weighing souls; 
a silver shield with a red 
key; a pilgrim saint and 
Saint James the Greater and 
in the lower corners heral- 
dic shields bearing emblems 
(Hausmarken); the arms of 
a guild of coopers—a red 
shield with a golden com- 
pass, two silver mallets, and 
a golden barrel hung be- 
neath—held by two angels; 
a representation of the Holy 
Trinity; and two angels sup- 
porting a red shield with a 
silver star. The colors pre- 
dominating in the windows 


are red, blue, golden yellow, 


and shaded white. The white FIG. 46. SAINT STEPHEN 
GERMAN, FIRST HALF OF 


THE XVI CENTURY 


turreted canopies are silhou- 
etted against red or blue sky 
colors, which also appear in the side panels of the niches and 
contrast strongly with the white mantles the saints wear; spots 
of green and purple are scattered throughout, especially in the 
costume accessories and the narrow borders. 


THE SCULPTURES. Numerous fifteenth- and six- 


teenth-century German statues, now bared of their original 
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paint, are to be found in public and private collections; but 
complete, large-scale altarpieces and enshrined groups—many 
of which have unfortunately been repainted again and again — 
are usually to be seen only abroad and generally in the settings 
for which they were made. One of the best-preserved late me- 
diaeval sculptured retables in this country is exhibited here. It 
resembles another sixteenth-century sculpture of the school of 
Ulm, in the Berlin Museum. In the center is the Virgin of the 
Immaculate Conception treading on a crescent moon, a symbol 
of purity; on the left is John the Baptist wearing his camel’s 
hair raiment under his cloak and carrying a book and the Lamb 
of God; on the right a pope, designated by the triple tiara, 
raises one hand in blessing and in the other carries a bag con- 
taining a book. 

A painted wood statue of Saint Stephen (fig. 46), holding 
the stones of his martyrdom in the folds of his garment, is at- 
tributed to Hans Leinberger, a prolific German sculptor who 
is recorded as active between 1513 and about 1528. The figure, 
with its architectural framework, recalls the stone sculptures 
placed beneath canopies on the exterior of many churches and 
the figures in the stained-glass windows from Boppard. Lein- 
berger’s unusual style foreshadows baroque work. 


THE CEILING. The painted section of the pine ceiling 
comes from the Tyrol and is of the late fifteenth or early six- 
teenth century. The monogram of Christ, 1H, in the central 
panel suggests that the ceiling was originally used in an eccle- 
siastical rather than a secular building, although such ceilings 
are more usual in domestic interiors. 


FIG.47. THE UNICORN AT THE FOUNTAIN 
TAPESTRY IN THE SERIES CALLED THE HUNT OF THE UNICORN 
FRENCH OR FLEMISH, LATE XV CENTURY 


HALL OF THE UNICORN TAPESTRIES 


| “HE series of six tapestries representing the Hunt of the 

Unicorn is among the most prized inheritances from the 
Middle Ages (see figs. 47-50). The subject matter and the vig- 
orous execution are more appealing than in most other works 
of art of their period. In design, in the beauty of their color- 
ing, and in the intensity of their pictorial realism, they form 
the most superb ensemble of fifteenth-century tapestries in 
existence. 

The subject of the tapestries is an allegory of the Incar- 
nation, in which the unicorn, a symbol of purity representing 
Christ, is hunted and captured. The unicorn, a fabulous and 
picturesque animal, occurs frequently in art. In these tapes- 
tries it may at first appear to be a white horse with a long 
horn; but according to zoologists it resembles the oryx, an 
African antelope. The horn of the unicorn is usually thought 
to have been suggested by that of the narwhal. Among the ver- 
sions of the legend of the unicorn, several are part of the an- 
cient folklore of India and the Near East. Pliny tells the story 
of the unicorn which cannot be caught except by a virgin. The 
animal places its head in her lap and, thus pacified, is easily 
taken by the hunters. The Physiologus, the zoological and bo- 
tanical encyclopaedia popular in Europe from the fifth cen- 
tury, and subsequent bestiaries based upon it adapt the story 
to Christian doctrine. In these accounts the virgin signifies the 
Virgin Mary. In the tapestries more emphasis has been placed 
on the picturesque portrayal of a great hunting party than on 
the religious significance of the theme, and a luxurious com- 
pany of sportsmen has been substituted for the single hunter, 
the archangel Gabriel, and four or seven hounds, the Virtues, 
which are represented in some versions of this allegory. The 
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tapestries are thought to have been made for a wedding gift 
(see pp. 91 f.), a purpose for which they would have been most 
appropriate. 

The first and sixth tapestries in the series are not equal in 
quality to the others and appear to have been woven later, but 
to give a reason for this would be mere speculation. The first 
tapestry shows the hunters, with varlets holding dogs in leash, 
setting forth in search of the unicorn. A small figure in the 
upper right-hand corner is beckoning to his followers, prob- 
ably to tell them that the unicorn has been sighted. The 
mountain ash, known as the tree of good augury, grows in 
the center. The millefleurs background—a flowery mead on 
the edge of a forest—is elaborated with a variety of flowers 
typical of other late fifteenth- or early sixteenth-century tap- 
estries; the flowers are drawn with a freedom and grace en- 
tirely lacking in the rigid, comparatively expressionless figures. 

The four tapestries which follow give a vivid account of 
the hunt, and there is no mistaking their intent, even in the 
most minute details. They are so realistic as to require only 
the most general description. In these four tapestries the land- 
scape setting, with its castle and river, has been thought to 
represent the chateau of Verteuil (an ancestral seat of the 
Rochefoucauld family) within the park of Tremblay, watered 
by the Charente, but a study of old drawings and of the ac- 
tual site does not confirm this hypothesis. 

In the second tapestry (fig. 47) the hunters have sur- 
rounded the unicorn, which, kneeling, dips its horn in a stream 
flowing from a fountain, a symbol of the waters of eternal 
life. This scene recalls a passage in the records of the pilgrim- 
age of John of Herse to Jerusalem in 1389, where he says, 
“... the unicorn comes from the sea and dips its horn into 
the stream, and thereby expels and neutralizes the poison, so 
that the other animals can drink of it during the day.” The 
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FIG. 48. THE UNICORN TRIES TO ESCAPE 
TAPESTRY IN THE SERIES CALLED THE HUNT OF THE UNICORN 
FRENCH OR FLEMISH, LATE XV CENTURY 
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animals included in the tapestry are a lion and a lioness, a 
panther, a civet, a hyena, a stag, and two rabbits. These ani- 
mals are themselves symbolic; for example, the lion stands for 
the strength of Christ, the panther for His sweet savor, and 
the stag, destroyer of snakes, for His power over evil. A Eu- 
ropean goldfinch, a swallow, and two pheasants, all perched 
on the rim of the fountain, and a duck, probably a mallard, 
in the lower left-hand corner are among the birds represented. 

In the third tapestry (fig. 48) the unicorn, surrounded by 
dogs and men with spears, tries to escape across the river. Just 
behind the unicorn there is a rosebush, denoting love and mar- 
tyrdom. In the fourth tapestry (fig. 49) the unicorn at bay 
gores a greyhound with its horn. The scabbard of a leader of 
the hunt bears the inscription AVE REGINA C[OELORUM]. This 
probably identifies the figure as the archangel Gabriel and re- 
calls scenes in which he is shown winding his horn, a banderole 
near by giving his salutation to the Virgin. Of the tapestry 
which originally came next, all that remains are the two frag- 
ments hung over a doorway at the northeast end of the hall. 
This tapestry, like similar versions of the subject, depicted the 
capture of the unicorn when it placed its head in the lap of a 
maiden, who represented the Virgin Mary and probably the 
bride for whom the set was made. The collar of one of the dogs 
is inscribed with 1Hs, the monogram of Christ. 

In the fifth tapestry (fig. 50) the unicorn is killed and 
then brought as the prize of the hunt to the lord of the castle 
and his lady. This is their only appearance in the series. A 
hunter, holding the unicorn’s horn with one hand, points sig- 
nificantly towards them. The lady is probably to be identified 
with the chaste maiden by whose virtue the fierce beast has 
been captured and also with the bride. Her piety is attested 
by the cross on her necklace and the rosary she holds. 

The sixth tapestry represents the achievement of the In- 
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carnation and the consummation of marriage. The unicorn, 
against a background of millefleurs as in the first tapestry, is 
chained to a pomegranate tree within a hortus inclusus, the 
“garden enclosed” which symbolizes the Blessed Virgin. The 
golden chain is a symbol of marriage, and the fruit of the 
pomegranate tree signifies fertility, its meaning since time im- 
memorial. Even though this tapestry is later in date than the 
four earlier ones of the series, it is a splendid culmination to 
the group. 

It is as extraordinary as it is regrettable that it has not 
been possible to discover for whom or where and by whom 
these tapestries were made. With work of such excellence it 
may also seem incredible that the artists who created them 
should not have been identified. There have been many at- 
tempts to establish the French or Flemish origin of the tapes- 
tries, but no evidence sufficient to permit a declaration as to 
the place in which they were produced has been forthcoming. 
That the unicorn tapestries in The Cloisters bear strong re- 
semblances to such hunting tapestries as those of the Duke 
of Devonshire at Hardwicke Hall, England, and the unicorn 
tapestries in the Cluny Museum in Paris, is certain. As all 
these tapestries have definitely Flemish characteristics and as 
there was unprecedented activity at such centers as Tournai 
in the fifteenth century, some experts favor Flanders as the 
birthplace of all that is fine in this period of tapestry weav- 
ing. On the other hand, some Francophiles cannot believe that 
such delicate and spirited work could possibly have been pro- 
duced anywhere but in France. The Cluny tapestries, though 
somewhat later, are perhaps closer to the Museum’s series than 
are any others. They are generally believed to have been made 
about 1509-1513, but their French origin cannot be proved be- 
yond a reasonable doubt. 

According to one tradition the set was ordered in 1450 to 
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FIG.50. THE UNICORN IS BROUGHT TO THE CASTLE 
TAPESTRY IN THE SERIES CALLED THE HUNT OF THE UNICORN 
FRENCH OR FLEMISH, LATE XV CENTURY 
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commemorate the marriage of Jean II de la Rochefoucauld 
with Marguerite de Barbezieux, and, according to another, it 
was made for Francois de la Rochefoucauld, the godfather of 
Francis I, King of France. There is, however, no evidence to 
substantiate these suppositions. The second attribution may 
have been suggested by the presence of the monogram AR, 
the letters F and R tied together with a cord (interpreted as a 
marriage knot), in the sky of the third tapestry; but the mon- 
ogram was woven separately and might have been added at 
any time. Neither tradition is authenticated by the cipher > 
which is repeated conspicuously in several places on each 

of the tapestries, as well as on some of the dog collars. This 
cipher may combine the initials of the lord and lady for whom 
the tapestries were made or stand for some such appropriate 
motto as AMOUR ET ETERNITE, or it may be the abbrevia- 
tion used in the fifteenth century for animae, signifying two 
souls—in other words, the married pair. The coat of arms’ 
on the first tapestry and two inscriptions on other tapestries 
are likewise unidentified, although they may prove to be the 
crucial clues to the history of the series. 

It is known from an inventory of 1728 that The Cloisters 
tapestries were hanging in the chateau of Verteuil at that time. 
This inventory mentions five tapestries of the unicorn hung 
in the great room of the new wing and two other tapestries of 
the unicorn in the great lower hall near the chapel. During the 
French Revolution they were taken from the castle and, ac- 
cording to one account, were used for a time to protect pota- 


? Quarterly, 1 and 4, barry of six or and azure, the first two bars debruised 
by three roses gules, seeded proper (these may possibly be three annulets) ; 2 and 
3, or, three escutcheons gules. Although these are not the arms of the Rochefou- 
cauld family, it is interesting to note that three roses or cinquefoils were placed 
as if quartered in the left corner of a seal on a document concerning Guillaume 
de la Rochefoucauld, dated January 14, 1506. These unidentified devices may be 
those borne by the arms in the tapestry. 
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toes from freezing. An edict of 1793, sent to the Société popu- 
laire of Verteuil from the Société populaire of Ruffec, ordered 
that all the tapestries at Verteuil having royal insignia, to- 
gether with all paintings, be destroyed; all others were to be 
respected. In the nineteenth century the tapestries were reac- 
quired by one of the Rochefoucaulds, and they remained at 
Verteuil until the early twenties of the present century. They 
were acquired by John D. Rockefeller, Jr., who cherished them 
in his New York residence until he presented them to the 
Museum for The Cloisters. 

The profuse details of the composition and the harmoni- 
ous colors are arranged with great care. The distribution of 
the reds, yellows, blues, and orange, together with the empha- 
sis on the white unicorn, is as dramatic as it is pleasant; and 
the green and blue-green foliage is deftly worked into the 
background. The painstakingly prepared vegetable dyes al- 
lowed a range in color rarely surpassed in the most elaborate 
paintings and manuscript illuminations. Silver and silver-gilt 
threads are but sparingly employed, and then only to enrich 
certain details. The closely woven wool and silk threads (vary- 
ing from about 16 to 19 ribs to the inch) produce an effect 
obtainable in no other medium. The individual scenes, espe- 
cially in the first and sixth tapestries, are treated pictorially 
and at the same time fulfill the requirements of each compo- 
sition without too consistent an emphasis on perspective; but 
the individual figures, flowers, birds, and animals are natural- 
istically rendered (see fig. 51). The velvets and brocades of 
the costumes, the personal adornments, the dog collars, and 
other elements are executed with many refinements. 

The tapestries are in an excellent state of preservation. 
The original weaving, except here and there, and then only 
in comparatively small, restricted areas, is as fresh as the day 
the tapestries left the looms. When the holes occurred is not 
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known, although the need for repairs is indicated in the inven- 
tory of 1728. The restorations, other than those executed un- 
der the Museum’s supervision, seem to be eighteenth- or nine- 
teenth-century work. The original borders were completely de- 
stroyed, except for small fragments of two, which served as a 
sample for the new borders that have been added. Much of 
the sky of four of the tapestries, also, was cut away and has 
been replaced by modern blue cloth; in these areas there may 
have been identifying insignia which are now lost. 


STAINED GLASS. Whereas the use of heraldry in the 
Unicorn tapestries is well-nigh negligible, its fullest develop- 
ment is shown in a unique set of five stained-glass panels (se2 
fig. 52). The unusually har- 
monious arrangement of the 
delicate, transparent colors, 
combined with the strong 
outlines produced by the 
leading, is very successful. 
The techniques used — flash- 
ing with varying yellow 
stains; cutwork, produced 
by rubbing with hard stone; 
and the insertion of glass 
within glass by adroit lead- 
ing—are most accomplished. 
Except in the more compli- 
cated shields, the heraldic 
details are stained or stained 
and painted in black, yel- 


FIG.52. STAINED GLASS 
WITH THE ARMS OF 


low, white, and red on single 


THE EMPEROR MAXIMILIAN 
FLEMISH, ABOUT 1504-1506 


panes of white glass. Such 
glass depends for its effect 
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more upon painting than upon the juxtaposition of small 
pieces of molded glass in varied colors, the technique used in 
earlier periods. 

The date of this glass can be determined by its heraldry. 
The five panels contain the armorial achievements of the Em- 
peror Maximilian; his son, Philip the Fair, King of Castile 
and Aragon; his grandson, the young Prince Charles (after- 
wards the Emperor Charles V); his chamberlain, Roland Le ~ 
Febure, Lord of Tamise and Viscount of Haerlebeque; and 
one of his councilors, Henry, Count of Nassau. Philip was 
proclaimed king of Spain in 1504 and died in 1506. The 
panels were doubtless painted for the Emperor Maximilian 
between these dates. 

It is believed that the glass was made for one of Maxi- 
milian’s chateaux. As the two court officials were Flemish and 
as the principal royal chateau in Flanders was the Cour des 
Comptes at Ghent, it has been suggested that the panels were 
made for this place. Maximilian stayed there; Philip lived 
there, except when he was in Spain; and Charles was born 
and spent his boyhood there—in fact, he was living there 
when the glass was painted. 

The shields with their flowing lambrequins are set in large 
panes. The colored enframement is decorated with Gothic or- 
namentation and enriched with initials. In the borders of three 
of the windows little crowns radiate lines of light and tongues 
of fire, thought to be appropriate to members of the Order of 
the Golden Fleece. 

The panel of the Emperor Maximilian is in the center. On 
his shield is the imperial eagle charged with the escutcheon 
of Austria. The imperial crown surmounts the golden-yellow 
helmet, and the flamboyant lambrequins are of yellow with a 
black lining. The shield is encircled by the grand collar of the 
Order of the Golden Fleece, composed of interlaced golden 
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double steels alternating with white flint stones, from which 
issue tongues of fire. 

The arms of Philip the Fair appear on the left of the 
Maximilian panel. The shield is quartered, the principal quar- 
ters containing Castile and Ledn, the second and third quarters 
showing Philip’s inherited arms, with Austria, Burgundy mod- 
ern, Burgundy ancient, Brabant, and an inescutcheon of Flan- 
ders. It has been suggested that the letters RK in the border 
of the panel signify Rex Kasteel. 

The shield of the young Charles combines the arms of his 
mother Joanna and those of his father Philip. In the first and 
fourth quarters of the shield are Castile and Leon quartered 
with Aragon impaling Aragon-Sicily, while the second and 
third are identical with the corresponding quarters in Philip’s 
shield. The pomegranate of Granada appears in base point. 
That Charles used this arrangement is substantiated by an 
illustration and a description in a statute book of the Order 
of the Golden Fleece. 

The two stained-glass roundels in the window at one end 
of the gallery bear the arms of Austria surrounded by four 
medallions from motives after the Master of the Amsterdam 
Cabinet, redrawn in the style of Michael Wolgemut. This 
late fifteenth-century glass may be compared with the Unicorn 
tapestries and the somewhat later Maximilian heraldic panels. 

In the two other stained-glass panels the coats of arms are 
subordinated to the kneeling figures of their bearers, Wilhelm 
von Weitingen and his wife, Barbara von Zimmern. This glass, 
dated 1518, was made presumably for the church at Sulz am 
Neckar, the town in which Weitingen and his wife resided. 
The panels are said to have come into the possession of a cer- 
tain Meebold, when the church was restored in the seventeenth 
century, and to have remained in the possession of this fam- 
ily for seven successive generations. 
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The representation of individuals, which was to be the 
chief concern of artists of the Renaissance and later periods, 
is foreshadowed in these panels by the treatment of the fig- 
ures as primary elements in the composition. Although this 
glass is in the Gothic style, harpies, a favorite renaissance mo- 
tive, are depicted. The flashed blue backgrounds are decorated 
with holly and birds in one panel and hopvine and birds in 
the other. 


THE BURGOS TAPESTRY HALL 


HE large tapestry from Burgos Cathedral, called The 

Nativity, is one of a series representing the Salvation of 
Man (see fig. 53). The set is believed to have consisted of 
eight tapestries and to have been reproduced several times 
from the same cartoons. This is the only known tapestry of 
the series showing the Nativity and related subjects. Also 
from Burgos Cathedral and now in the main building of the 
Museum is another tapestry of this series, The Redemption 
of Man, illustrating allegories of the conflict of Vices and 
Virtues. 

According to tradition, these magnificent tapestries were 
woven in Brussels about 1495 for the Emperor Maximilian, 
who presented them to his son, Philip the Fair, to commemo- 
rate his marriage with Joanna, the daughter of Ferdinand 
and Isabella, in 1496. The double eagle of the Holy Roman 
Empire, woven in a prominent place, lends credence to this 
story. Furthermore, it is recorded that Pieter van Aelst, the 
famous tapestry weaver and dealer of Brussels, went to Spain 
with Philip on his first visit in 1502 and that, after the death 
of Philip at Burgos in 1506, Van Aelst was imprisoned by 
Ferdinand for taking some of Philip’s tapestries and putting 
them in what he called a safe place. It is known that the 
streets of Burgos were hung with tapestries when Philip and 
Joanna came there in 1506 and that Van Aelst, with four 
assistants, was in charge of decorating the abodes of the royal 
couple, but it has not yet been possible to determine how and 
when the Nativity tapestry and three others of the series came 
into the possession of Burgos Cathedral. The great similarity 
of these tapestries to other productions of the Van Aelst work- 
shops suggests their attribution to this great weaver, who is 
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celebrated as having been entrusted with the making of tap- 
estries from cartoons by Raphael some years after the death 
of Philip. 

The various scenes represented in the Nativity tapestry are 
arranged in two registers. In the upper register, at the far left, 
is shown God the Father, wearing a crown and holding a scep- 
ter, with figures denoting Humility and Charity; at the right 
Peace and Justice are embracing. Next is God the Father, en- 
throned and surrounded by figures, including Truth and Hu- 
mility, who hold a mirror in which is seen the Virgin kneeling 
in adoration before the young Christ Child. At the right the 
angel of the Annunciation holds a banderole inscribed with 
the salutation to the Virgin, who stands beside him. Other 
virtues and angels are included in the group. In the third 
scene Joseph, accompanied by Mary, presents the Roman tax 
collector with “a penny in acknowledgment that he was sub- 
ject to the empire of Rome,” as recorded in The Golden Leg- 
end. In the fourth scene the Virgin is surrounded by the three 
figures of the Trinity; at the left the angel of the Annuncia- 
tion kneels before Humility. In the last scene Herod, at the 
left, receives two men, while at the right the three wise men 
are seated below the star of Bethlehem, in which the Child is 
depicted. 

In the first scene of the second register Man, in fetters, 
is shown with Nature, Misery, Hope, Abraham, Isaac, and 
Jacob. In the background is Temptation, holding a spear in 
one hand and a key in the other. The central group depicts 
the marriage of the Virgin Mary and Joseph. In the fore- 
ground of the third scene is the Christ Child and behind the 
kneeling Virgin are the figures of Humility and Chastity. 

In the lower corners are the prophets Micah (?) and Isaiah 
holding banderoles with inscriptions which may be read: Do- 
minus egredietur de loco sancto suo. Isaias XXVI (The Lord 
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FIG.53. THE NATIVITY. DETAIL OF A TAPESTRY FROM BURGOS 


CATHEDRAL. FLEMISH (BRUSSELS), ABOUT 1500 
PROBABLY FROM THE WORKSHOPS OF PIETER VAN AELST 


cometh forth out of his holy place. Isaiah 26) and Parvulus 
natus est nobis. Isaias IX (Unto us a child is born. Isaiah 9). 
As the words of the first inscription, except sancto, are iden- 
tical in Isaiah 26.21 and Micah 1.3, the text was probably in- 
tended to be a quotation from Micah rather than Isaiah and 
an identification of the figure as that prophet. 
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THE VIRGIN AND CHILD is a late mediaeval statue, 


said to have come from a nunnery in Champagne. The Virgin 
is not conventionalized as were the Virgins of the thirteenth 
and fourteenth centuries, but is naturalistically portrayed as 
one of the ladies of the day; and the lively Infant, unlike 
earlier, more mannered representations, is a playful, realistic 
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UMEROUS indeed are the painted ceilings referred 
to as Spanish in American private dwellings and public 
buildings, but there are few authentic Gothic ceilings, even in 
Spain. A fine example of a Gothic ceiling, dating from the 
fifteenth century, is the predominating note in this room (fig. 
54). The ceiling probably came from a palacio at Illescas, the 
halfway stopping place between Madrid and Toledo. It is re- 
ported to have been removed from a bedroom where Francis I 
stayed in 1526 when he was held a prisoner by Charles V. The 
story is told on good authority. It is impossible, however, to 
substantiate the claim, for the town of Illescas has been com- 
pletely demolished in the present revolution. 

The ceiling is related to the late fourteenth-century ceil- 
ing covering the cloister walk of the monastery of Santo Do- 
mingo de Silos, though the latter is simpler in construction. 
The ceilings are also similar in the arrangement of the beams 
and paneling. At a later date the lower frieze of The Clois- 
cers ceiling was repainted with animal motives, which resemble 
closely those of the beams and frieze at Silos. Both ceilings are 
of red pine coated with a thin gesso foundation and painted. 

The colors in The Cloisters ceiling are limited to red, blue, 
dark green, gray-green, yellow-ocher, brown, black, white, and 
orange, except for the gold of the rope molding. This pal- 
ette is well suited to architectural woodwork. Interlacing stems 
bearing fruits and crisply curving leaves, painted in shades of 
brown or neutralized green, cover most of the ceiling, includ- 
ing the three master beams and the upper frieze board. The 
hunting scenes in the lower frieze are repeated in groups of 
four. Two unidentified coats of arms, used alternately, sepa- 
rate the groups. One shield bears a gold ox or bull in a red 
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field, within a border of gold charged with eight blue taus. 
It is upheld by two nude, winged putti (partly restored). The 
other shield shows a gold castle with three towers, the middle 
one highest, in a blue field, within a border of gold charged 
with eight blue crossed keys. Supporting the shield are two 
parti-colored animals. 

The modern stone windows—the capitals alone are orig- 
inal—were designed after a window in the Archepiscopal Pal- 
ace in Barcelona, which was destroyed during the present rev- 
olution. A somewhat similar window appears in the retable 
of Saint John the Baptist in the adjoining Late Gothic Hall 
(see fig. 57). 

The tapestry, believed to be German or Flemish work of 
the early sixteenth century, is decorated with leaves and thistles 
designed in the same spirit as those of the beams of the ceil- 
ing. Patched holes indicate that the tapestry may once have 
been used as a covering for a piece of furniture, possibly a bed. 


NOTE: The other exhibits in this room should be considered 
temporary. It is hoped that eventually furnishings of the pe- 
riod will be found to complete the installation. 


FIG.54. THE SPANISH ROOM 


THE LATE GOVHIG Tims 


ROM the standpoint of its architecture the Late Gothic 

Hall might be considered the refectory of The Cloisters. 
The timbered ceiling of this hall, made with hand-worked 
beams taken from old Connecticut buildings, is in the style 
of some late mediaeval examples. The fifteenth-century win- 
dows are four of the six which were originally in the refectory 
of the convent of the Dominicans at Sens (see fig. 59). All 
the windows were probably glazed, and records of the convent 
show that in the sixteenth century at least one window was 
filled with stained and painted glass. Three of the four late 
mediaeval limestone doorways are unusually fine and well pre- 
served (see fig. 55). In the late Middle Ages, as in the late 
stages of other periods, there was a tendency to exaggerate 
and make stilted the earlier vocabulary. Although complicated 
moldings and details are emphasized, these doorways are struc- 
turally logical in their ornamentation as well as in their form. 


THE PULPIT could have been used in a refectory, where 
it was customary to have a monk read aloud during meals; 
however, many such pulpits were used in churches. This piece 
of furniture is distinctly mediaeval in style, notwithstanding 
its late date, 1554; the steps are modern. 


THE RETABLES, ot altarpieces, brought together in this 
hall are unusual examples of Spanish painting. Such works 
rivaled in splendor the lavish tombs of the Middle Ages. From 
the fourteenth century through the late mediaeval period and 
the Renaissance, retables became more and more numerous 
and increased in size. They rose impressively, high above the 
main altars, and they were also used in subordinate chapels. 
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These altarpieces, unlike portable shrines, were architectural 
ensembles related to the space around them. Generally Spanish 
retables were higher than they were broad, and were not pro- 
vided with folding wings. Like great billboards, they had a 
story to tell, and the bigger their proportions, the more easily 
the scenes could be read. 
The usual arrangement in- 
cluded a large central panel 
and numerous smaller ones 
depicting scenes related to 
the principal subject. Ordi- 
narily the predella, or bot- 
tom member of the retable, 
illustrated other anecdotes. 
The scenes were colorful, 
realistic, and elaborated in 
great detail. In the four- 
teenth century Spanish paint- 
ing was influenced by the 
Sienese and other Italian 
schools; in the fifteenth cen- 
tury Flemish influences pre- 
dominated. 

The retable with Saint 
Andrew and scenes from his 
life, probably by a follower 


of Borrassa or of the Mas- 


FIG. 55. DOORWAY 
FRENCH 
EARLY XVI CENTURY 


ter of Saint George, is a complete and typical example of 
Catalan painting of the first half of the fifteenth century. It 
is painted in tempera on wood panels, and conventionalized 
oak leaves enrich the framework. The central panel with Saint 
Andrew enthroned is surmounted by a panel with the Virgin 


and Child, Saint Catherine, Saint Mary Magdalene, and 
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FIG. 56. THE BAPTISM OF CHRIST 
DETAIL OF FIGURE 57 


angels. At the left are panels depicting the calling of Saint 
Andrew and the punishment of a wicked mother, who was 
killed by fire from heaven in Saint Andrew’s presence. At the 
right are the crucifixion of Saint Andrew and Saint Andrew 
saving a bishop from the devil disguised as a fair woman. In 
the predella are shown, from left to right, Saint Andrew and 
the woman who prayed to Diana on behalf of her sister; the 
woman bringing the saint to her sister; Saint Andrew driving 
away devils which had taken the form of dogs; the Man of 
Sorrows; Saint Andrew raising a dead youth; and Saint An- 
drew bringing to life drowned men. 

The painting with scenes from the life of Saint John the 
Baptist is made up of panels which have now been cleaned and 


108 


FIG.57. RETABLE WITH SCENES FROM 
THE LIFE OF SAINT JOHN THE BAPTIST. SPANISH, ABOUT 1480 


ATTRIBUTED TO FRANCISCO SOLIBES DE BANOLAS 


THE LATE GOTHIC HALL 


put together to form a retable such as they must once have 
composed (fig. 57). No attempt has been made to reconstruct 
the carved and gilded canopies which would originally have 
been placed over the individual scenes, and only simple mold- 
ings, consistent with old moldings on the predella, have been 
used for the framework. A Crucifixion scene, with the swoon- 
ing Virgin supported by Saint John and two holy women, and 
with four men casting lots for the seamless garment of Christ, 
surmounts the entire composition. The large central panel rep- 
resents Saint John seated on a.throne; in his raised left hand 
he holds his attribute, the book with the Lamb of God upon it. 
The smaller panels, beginning in the upper left-hand corner 
and continuing in each register from left to right, depict the 
following scenes from the saint’s life: the angel appearing to 
Zacharias, the father of John the Baptist; the Visitation of the 
Virgin Mary to Elisabeth; the birth of John the Baptist; his 
preaching beside the Jordan; his baptism of Christ (fig. 56); 
his reproval of Herod; and his beheading and the presentation 
of his head to Herodias. 

The predella consists of two parts, each composed of three 
panels with paintings of saints. Carved and gilded arcading 
above and crocketed columns at the sides frame the individual 
panels in such a way as to create niches for the saints. A central 
panel now used for the label was originally intended either for 
another painting or more probably for a small carved and 
gilded wood tabernacle, in which the Host was kept. The pan- 
els, from left to right, represent Saint Martial (inscribed Sant 
Marcal), Saint Sebastian (Sant Sabastia), Saint Mary Mag- 
dalene (Santa Mag), Saint Bridget (Santa Brigida), Saint 
Christopher, carrying the Christ Child (without inscription), 
and Saint Kilian (Sant Quilez [Quilenus]). 

In all the compositions the figures predominate, the archi- 
tecture and the landscape of the backgrounds being second- 
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ary. The expressiveness of the faces contrasts sharply with the 
woodenness of the figures, which are garbed in almost sche- 
matic late Gothic draperies. The costumes are painted in gay, 
lively colors. Crimson and vermilion, grass green, white, and 
patches of yellow stand out among the softer tones of olive 
drab, purple, deep blue, and a variety of other shades. Several 
of the garments, especially those of Zacharias, and the bed cov- 
erlet in the scene of the birth of Saint John are richly patterned 
in gold, as are other details. The whole effect is sumptuous. In 
striking contrast is the ascetic costume of Saint John. Tones of 
gray are chiefly employed for the buildings, against which the 
bright figures are silhouetted. Certain details are stressed by 
the juxtaposition of contrasting colors, as for instance in the 
Baptism, where God the Father with his gold halo is looking 
down from a yellow orb surrounded by concentric bands of red 
and blue. 

The central panel of the retable of Saint John the Baptist 
is like the incomplete retable with three large panels represent- 
ing Saint Isadore, Saint Ambrose, and Saint Nicholas which is 
in the collegiate church of Santa Maria de Calatayud in the 
province of Zaragosa, and has an almost identical predella. 
Both retables, however, must be compared to the great retable 
in the chapel of the Piedad at San Llorens dels Morunys, which 
according to accepted documents was “painted” on July 17, 
1480, by Francisco Solibes de Bafiolas. In all probability the 
three retables were painted by this master, a Catalan who may 
have worked in Aragon. 

The predella of a large retable depicts six scenes from the 
Passion—the Agony in the Garden; the Betrayal of Christ; 
Christ before Caiaphas; Christ crowned with thorns; the Flag- 
ellation of Christ; and Christ before Pilate—with heads of 
apostles (Peter, Andrew, James the Greater, Thomas, Bar- 
tholomew, and Matthew) in medallions below. It has been 
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ascribed to various Aragonese painters of the second half of 
the fifteenth century. 


THE SCULPTURES. The late fifteenth-century carved 
Flemish shrine depicts the family of Saint Anne as they would 
have been presented in a mediaeval mystery play. The figures 
are taken from everyday life. It is a genre scene enacted in an 
ecclesiastical setting. In the center Saint Anne, seated on a 
throne, offers a pear to the Christ Child, who is supported by 
the Virgin. On the right a 
group with Mary Salome, 
a child, and two men bal- 
ances a group on the left 
with Mary Cleophas, three 
children, Saint Joseph, and 
another man. 

The early sixteenth-century 
statue of a kneeling Virgin 
from a Nativity group (fig. 
58) continues the tradition 
of Central Italian mediaeval 
wood carving. Strictly speak- 
ing, this is a renaissance work, 
but as it has long been in 
The Cloisters collection and 


FIG.58 
THE VIRGIN KNEELING 
ITALIAN, EARLY XVI CENTURY 


is reminiscent of earlier wood 
carving it is exhibited here. 
It is related to a group of 
wood sculptures, including a Virgin at Chieti, a Virgin and 
Child at Teramo, and similar groups in the Museo civico at 
Aquila. It is attributed to Gagliardelli, of whom little is 
known, except that he lived at Citta Sant’? Angelo and at 
Chieti and practiced painting as well as sculpture. He con- 
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tracted to do a group of the Virgin and Child for Santa Maria 
Magna in Ripatransone in 1524 and painted a fresco for the 
same church in 1526. 

- The painted wood statue of Saint Roch, also a sixteenth- 
century work, is said to have come from Cherbourg, in the 
north of France. There are many stories told about Saint Roch. 
One concerns an incident that is alleged to have taken place 
when the Council of Constance was about to be adjourned in 
1414, owing to the plague. According to tradition, the plague 
came to an end when, at the suggestion of a young German 
monk, who had traveled in France and there had heard won- 
drous tales of Saint Roch, the council ordered an efhigy of the 
saint to be carried in a procession through the streets. 


FIG.59. A VIEW OF THE CLOISTERS 
IN THE CENTER ARE THE FOUR WINDOWS FROM SENS 
AND THE FROVILLE ARCADE 


THE FROVILLE ARCADE 


HE exterior of the entrance passageway along the upper 

driveway is formed by nine pointed, cusped arches from 
the fifteenth-century cloister of the Benedictine priory of Fro- 
ville (see fig. 59). The arches are placed on a parapet in groups 
of three and separated by buttresses, as they were at Froville. 

Arcades of this type were frequently employed in four- 
teenth- and fifteenth-century cloisters, for they permitted solid 
construction and did not require great ingenuity of the artist 
or particular skill of the stonecutter, as did the more elabo- 
rately carved Romanesque and early Gothic cloister arcades. By 
the end of the Middle Ages arcades were in most instances 
treated as a series of windows. In the Renaissance and later 
periods cloisters derived their impressiveness from their propor- 
tions rather than from the decoration of the architecture. 

The original cloister at Froville was located on the north 
side of the church, near the tower. It had a small, square court 
with nine arches on each side. Over the cloister walk there was 
a second story, a stringcourse above the arches indicating the 
floor level. The rubble walls were originally plastered, and it is 
possible that even the stone arches were covered. It has been 
suggested that the tool marks were left on the surface of the 
stone so that the plaster would adhere. 

A document of the year 1og1 records that a nobleman 
named Odouin gave the church and other properties to the 
Benedictine abbey of Cluny, and thus the priory of Froville 
was founded. The priory suffered during the Thirty Years’ 
War (1618-1648). In 1791 it was confiscated and sold by the 
state and the property was used as a farm. One side of the 
cloister was still standing in 1920, the other sides having been 
demolished before 1904 to make room for the building of 
stables. 115 


FIG.60. THE VIEW OF THE HUDSON RIVER AND THE 
GEORGE WASHINGTON BRIDGE FROM THE CLOISTERS. IN THE FOREGROUND 
IS THE GARDEN COURT OF THE BONNEFONT CLOISTER 
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